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Abstract: Hypersurrealism: Surrealist Literary Hypertexts
This media-specific research concentrates on Surrealist literary hypertexts as a new wave 
of Surrealism in digital format. It does so by investigating a Surrealist paradigm in literary 
hypertexts and by unveiling the interconnectivity between the two seemingly different 
fields of academic research, Surrealism and hypertextuality. This paradigm is exemplified 
via a media-specific analysis of Matt Lechien’s Une histoire de science fiction from 2004, which 
can be considered the first prototype of a new wave of literary Surrealism in hypertextuali-
ty.  Hypersurrealism – Surrealist Literary Hypertexts includes a detailed review of the his-
tory of literary/cultural theories in relation to the text/work dichotomy and the still existent 
supremacy of theories built around the text, author and reader without taking the medium 
of textual production into consideration. Consequently, it has been one of the most crucial 
goals of this work to bridge the gap in literary methodology and analysis by opening the 
door to research on materiality and its impact on form and content. Media-specific analysis 
proves itself worthy and effective as a method for analyzing literary hypertexts, but this re-
search has shown that it is best used in combination with one of the discussed literary the-
ories, for example poststructuralist, postmodernist, postcolonialist, and/or gay, lesbian and 
queer theories. The focus on intertextual aspects and cultural connectivity to deconstruct 
authoritarian systems of social justice and abuse can be regarded as another prime ob-
jective during the analytical course of Une histoire de science fiction, which, subsequently, 
leads to a new critique of capitalism. The discovered parallelism between the movement 
of Surrealism and hypertextuality encompasses levels of historicity, textuality, ideology, 
cognition and non-linearity, and can be encapsulated as a pivotal theoretical finding of this 
research. A cultural literacy, inspired by the Hypersurrealist discourse on hybridity, can 
engage in culture as shared texts and therefore use its hybrid character to its advantage to 
overcome existing social injustices. Future implications and research directions cover not 
only cultural and textual hybridity, but the acknowledgement of Surrealist theory in litera-
ry work, and the new dimensions and definitions of gender roles and outsider sexuality. 
Abstrakti: Hypersurrealismi – surrealistinen hypertekstikirjallisuus
Käsillä oleva tutkimus tarkastelee surrealistista hypertekstikirjallisuutta surrealismin uu-
tena, digitaalisena vaiheena. Tutkimus kohdistuu hypertekstikirjallisuuden surrealistiseen 
paradigmaan, ja se osoittaa yhteyksiä näiden kahden päällisin puolin erilaisen akateemi-
sen tutkimuskohteen, surrealismin ja hypertekstuaalisuuden, välillä. Surrealistisen hyper-
tekstikirjallisuuden luonnetta tutkimus valottaa ennen kaikkea Matt Lechienin digitaalista 
tekstiä Une histoire de science fiction (2004) koskevan mediaspesifisen analyysin avulla. 
Hypersurrealismi – surrealistinen hypertekstikirjallisuus selvittää laajasti kirjallisuus- 
ja kulttuuriteorian suhdetta perinteiseen teksti/teos-dikotomiaan sekä perinteisiin tekijää, 
tekstiä ja lukijaa koskeviin teorioihin, jotka eivät ota huomioon kirjallisuuden mediumiin 
liittyviä kysymyksiä. Kiinnittämällä huomiota kirjallisuuden materiaalisuuteen tämä tut-
kimus pyrkii voittamaan tuon kirjallisuuden teorioita ja metodologioita vaivaavan puut-
teen.  Tutkimuksessa mediaspesifinen analyysi osoittautuu tulokselliseksi menetelmäksi 
hypertekstikirjallisuuden analysoimisessa, mutta samalla tutkimus osoittaa myös sen, 
että kyseinen menetelmä on parhaiten sovellettavissa yhteydessä johonkin kirjallisuuden 
teoriaperinteeseen, kuten jälkistrukturalismiin, postmodernismiin, postkolonialismiin, 
homo-, lesbo ja queer-teoriaan. Lechienin tekstiä Une histoire de science fiction koskevassa 
analyysissa tutkimus keskittyy intertekstuaalisiin aspekteihin ja kulttuurienvälisyyteen. 
Toiseksi tutkimus pyrkii, edellä mainittujen näkökulmien kautta, osoittamaan, miten 
Lechienin teksti paljastaa sosiaalisen oikeudenmukaisuuden periaatteen väärinkäytöksiä 
ja esittää siten uudenlaista kritiikkiä kapitalismia kohtaan. 
Yhteys, jonka tutkimus löytää surrealistisen liikkeen ja hypertekstuaalisuuden välil-
tä,   sisältää historian, tekstuaalisuuden, ideologian, kognition ja epälineaarisuuden taso-
ja; tämän laajan yhteyden osoittaminen on tutkimuksen keskeisiä tuloksia. Kulttuurinen 
lukutaito, joka saa innoituksensa hypersurrealismin hybridisestä diskurssista, voi itsekin 
ottaa osaa kulttuuriin  ja käyttää hybridiyttään eduksi vastustaakseen sosiaalista epäoikeu-
denmukaisuutta. Tämän tutkimuksen jatkokysymykset eivät ulotukaan enää yksinomaan 
kulttuuriseen ja tekstuaaliseen hybriditeettiin vaan myös sukupuolirooleihin ja seksuaali-
vähemmistöihin.
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1. Introduction
Lulled into somnolence by five hundred years of print, literary analysis should awa-
ken to the importance of media-specific analysis, a mode of critical attention which 
recognizes that all texts are instantiated and that the nature of the medium in which 
they are instantiated matters.1
This media-specific research concentrates on the similarities between French Surrealism of 
the 1920s-1930s and the hypertext theories of the 1990s-2007. This interdisciplinary study 
focuses primarily on the parallels between Surrealist theories and hypertext theories re-
garding literature and presents a media-specific analysis of the Surrealist French hypertext 
Une histoire de science fiction, published in 2004 by Matt Le Chien in the previously pub-
lished and now removed online journal surrealiste.org, which changed to realiste.org in May 
2007. A Surrealist paradigm in literary hypertexts is discovered and reveals the intercon-
nectivity between the two seemingly different fields of academic research, Surrealism and 
hypertextuality.
My research aims to draw a parallel between (1) the historical development of Surrea-
lism and hypertexts, (2) the theoretical congeniality of Surrealist ideas and those expres-
sed by current hypertext researchers, (3) the similar ideological inspirations of both these 
movements, and (4) the realization of current Surrealist thinking within a hypertextual 
medium. 
André Breton’s Manifestes du surréalisme in its original French version from 1924, and 
Une histoire de science fiction by Matt Lechien (2004) serve as main reference texts, but a 
considerable amount of literary and media theory will also be discussed throughout this 
work.
Surrealism, one of the most intriguing movements of the Avant-garde, emerging be-
tween the two World Wars as a reaction against rationality and as a result of the Dada 
movement, has been formed by a manifold of different inspirations, such as politics, phi-
losophy, linguistics, psychiatry, social sciences, literature, arts, and culture in general. In a 
similar way, hypertext theories have emerged from the 1990s up to the current time, and 
they illustrate the range of multiple trains of thoughts inherent in the hypertextual concept. 
Michael Joyce remarks quite aptly that:
[...] the development of hypertext has been shaped as much by thinking in cognitive 
science, literary theory, pedagogy, utopian social thought, and the written and visu-
al arts as it has been by computer science research into human-computer interfaces, 
knowledge structures, artificial intelligence, database management, and information 
retrieval.2
1 Catherine N. Hayles, 2004. Print is flat, code is deep: The importance of media-specific analysis. Poet-
ics Today, 25 (1), p. 67.
2 Michael Joyce, 1995. Of two minds. Hypertext Pedagogy and Poetics. Michigan: The University of 
Michigan Press, p. 21.
1
In the same sense that hypertext is open to experiment, every Surrealist text or artis-
tic production was meant to be of an experimental character, open to everybody, to be 
done by everybody, to reflect the cognitive processes of reading and writing texts in a flu-
ent, unframed and automatic way. The particular yearnings of Surrealist texts or artistic 
productions match the aspirations of hypertext due to the given possibilities provided by 
hypertextual structures. A brief look at the etymology of the terms “Hypertext” and “Sur-
realism” demonstrates a similar structure:
Figure 1
If we compare the two concepts of hypertext and Surrealism as shown above, we imme-
diately discover that the first parts of their terminology mean basically the same: hyper as 
well as sur signify the inclination to something more, to something above exceeding the 
given limits and frames of an object. Hence we can say that a hypertext refers to texts repre-
senting more than usual or common texts, and that Surrealism refers to more than the real 
existent idea of reality represented in a text or a work of art. Both terms are not only com-
pound nouns, but they have been created with reference to previously developed ideas 
and have been then used in slightly different ways. The word hypertext is composed of the 
Greek prefix hyper, meaning excessive degree, over or above and the Latin word text which 
can be translated as web, weave or network. The word hyper started an impressive career as a 
describing prefix in compound words, becoming more and more popular for neologisms, 
especially within the natural sciences. The German mathematician Felix Klein3, famous 
for his functional theory and endeavour to reform mathematical and scientific lessons, 
popularized the term hyperspace, which was already mentioned in 1704 as hyperbolick space. 
3 Felix Klein [25.04.1849 - 22.06.1925], is probably best known for his work on non-euclidean geom-
etry.
Etymological approach
Hypertext
HYPER-:
Greek: hyper (prep. and adv.)
over, above, beyond
overmuch 
above measure
excessive degree
overexcited
TEXT:
Latin: textus
web, weave, network
Surrealism
SUR-:
Latin: super (prefix)
over, above, beyond
in addition
REALISM:
Latin: realis
close resemblance to the scene
2
Klein used it to paraphrase a special kind of multidimensional geometry. The prefix’s wide-
spread appearance can be evidenced in most of the Indo-European languages, wherein it 
gained a particular popularity in the 20th century, designating then not only pure scientific 
facts, but also objects and concepts within the ordinary life4. The term, as we know it cur-
rently, was finally coined in 1965 by the American computer scientist Theodore “Ted” Nel-
son who defined the term hypertext as electronic form of “fully non-sequential writing”. 
This means a multilinear and multisequential network of lexemes, allowing the reader to 
be connected to sources of further information. He coined the term while describing a new 
concept of data storage by computers: Via interactivity, the readers can now be in touch 
with the text(s), jumping from one link to another and even creating their own ones. 
The history of the word “Surrealism”, such as it was popularized by the artistic move-
ment of the 20s and 30s of last century and as such is understood now, has seen a parallel 
development. Along with the Dadaist movement around the Rumanian poet Tristan Tzara, 
a heterogeneous group of its sympathizers, like André Breton and Louis Aragon, just to 
name a few, had established divergent ideas to those of Dadaism. The conflicting interests 
lead to the break up with the Dadaist group, and since 1922, Littérature, a former joint col-
laboration with the Dadaist, only served as an organ for the new movement which gave 
itself the name of “Surrealists”. From this moment on, the two movements went separate 
ways. Whilst the Surrealist star rose, the Dadaist ones waned, and after the publication 
of Breton’s Manifeste du surréalisme in 1924, most of the remaining members around Tzara 
joined the Surrealist group. The choice of the new group’s name was not as easy as one 
might think nowadays. In contrast to the naming of the Dada-movement, a naming which 
was entirely intended and succeeded to be a neologism, the naming of the Surrealist group 
was highly influenced by already established inspirations. Breton explains the choice of the 
name as homage to Guillaume Apollinaire who originally has coined the term Surréalisme, 
even though the Surrealists felt a deeper inclination to the meaning given by Nerval of Su-
pernaturalisme, which was first expressed in Breton’s Manifesto in 1924 (Breton 1924: 35).
In his first Manifesto, Breton presents a list of all the members who agreed to the new 
formed principles of Surrealism and who are to be considered as absolute Surrealists: 
Aragon, Baron, Boiffard, Breton, Carrive, Crevel, Delteil, Desnos, Éluard, Gérard, Lim-
bour, Malkine, Morise, Naville, Noll, Péret, Picon, Soupault, and Vitrac. In addition to the 
Manifesto, an insulting pamphlet about Anatole de France on the occasion of his death was 
published by the Surrealists, the journal La Révolution Surréaliste appeared for the first time, 
the Bureau of Surrealist Research was established, and Aragon published his Une vague de 
rêves, the first survey of Surrealist works, which established the chosen term. This official 
list of the first Surrealists was amplified in the years 1924 and 1925 with members who 
only participated briefly or for a longer time in the Surrealist movement, such as Maxime 
Alexandre, Arp, Antonin Artaud, P. Brasseur, de Chirico, Duhamel, Max Ernst, Klee, Leiris, 
Mathias Lübeck, André Masson, Miro, Pablo Picasso, Prevert, Raimond Queneau, Man 
Ray, P.Roy, and Tanguy. This short enumeration of new members exemplifies the hetero-
geneous character of the Surrealist movement which reaches out to a multitude of artistic 
fields, including poetry, theatre, literature, photography, cinema, painting, philosophy etc. 
4 Here are some examples of the use of the prefix hyper within the Indo-European languages: hyperac-
tive (English), hypermarché (French), hipercrítico (Spanish), hypermodern (German).
3
Surrealism as such was not a uniform group or limited to a national group. In the same 
way, hypertext theory is enriched by the contributions of many different researchers from 
around the globe, which I will discuss in detail in the following chapters.
  Let me now specify the terminology used in relation to the title of my research. I 
am aware of the fact that the term “hypertext” or “hypertext theory” embodies a certain 
ambiguity which can not be resolved by one simple definition given, for example, by The 
Hutchinson Dictionary of Computing and the Internet, claiming that hypertext 
[…] [is a] system for viewing information (both text and pictures) on a computer sc-
reen in such a way that related items of information can easily be reached. For examp-
le, the program might display a map of a country; if the user clicks on a particular city, 
the program will display information about the city.5
This short definition summarizes correctly the basic meaning of “hypertext”, but it scarcely 
provides us with the necessary knowledge of this very multifaceted phenomena. From a 
Surrealist perspective, both Robert Desnos’ “Nous sommes toujours en désaccord avec le 
dictionnaire” (Desnos 1923: 109, my own translation: We always disagree with the diction-
ary) and Rimbaud’s ”Il faut etre academicien, -plus mort qu’un fossile, - pour parfaire un 
dictionnaire, de quelque langue que ce soit”6 (my own translation: One has to be an aca-
demic – more dead than a fossil – to perfect a dictionary) might apply here. 
Generally speaking, we can say that hypertext is not a document or a file, but a system 
of non-linear writing which is focused on links, the hypertextual keystones, whether they 
can be found within a document [microtext] or among documents [macrotext]. A hypertex-
tual structure contains several paths between two elements, offering various alternatives 
for reading the text, which leads to greater textual exploration possibilities. Referring to 
the definition given in the Hutchinson Dictionary, it is important to underline that the inser-
tion of pictures (or graphics, images, sound or any combination of these) are rendering a 
hypertext a form of hypermedia or multimedia which emphasizes its visual style7. Even 
though a lot of hypertext systems are also hypermedia systems, not every multimedia sys-
tem automatically becomes a hypertext system. Hypertext alludes to nonlinear documents 
composed by text nodes which are linked to other pieces of text for creating a textual net-
work. Lance Strate describes hypertext as 
[…] [any] program that allows readers to navigate nonlinearly through a body of 
text, sometimes a single text, but frequently a database of related materials with hun-
dreds of nodes of text linked together forming a network of relevant material, may be 
considered a hypertext. Hypertext is called by many names, the most common being 
hypertext, multimedia, and hypermedia. It may also be considered to be many diffe-
5  The Hutchinson Dictionary of Computing Multimedia and the Internet, Oxford (1999): Helicon 
Publishing Ltd, p.142.
6 Wikisource, 2009. Arthur Rimbaud – Correspondance. Lettre du Voyant, à Paul Demeny 15 mai 1871. 
Available at : http://fr.wikisource.org/wiki/Lettre_du_Voyant.
7 Cf.: Michael Joyce (1995), p.21: ‘[…] thus far the primary visual symbolic structure of hypertext is 
language printed into screen, but as hypertext theorist Don Byrd suggests, print is a content, not the 
form, of electronic media. When hypertext content extends to digitized sound, animation, video, vir-
tual reality, computer networks, databases, etc., it is referred to as hypermedia’.  
4
rent things: a stand-alone text version on disk or CD-ROM that a student may read 
on his or her personal computer, or text (or even a database) accessed online through 
any one of a number of available library or network systems, or a program used in the 
classroom to create a text – in other words, the possibilities are quite broad.8
Providing textual openness, nonlinearity, and multivocality, just to mention some of hyper-
text’s inherent qualities, any kind of literary hypertext can be seen as a form of surfiction, a 
term coined by Raymond Federman, who explains that
[mir] [...] heute nur die Literatur etwas [bedeutet], die versucht, die Möglichkeiten 
der Literatur jenseits ihrer Grenzen auszuloten; jene Art von Litertur, die Traditionen 
in Frage stellt, von denen sie beherrscht wird; jene Art von Literatur, die ständig den 
Glauben an die Vorstellungskraft des Menschen wachhält, statt den Glauben an die 
verzerrte Sicht des Menschen auf die Realität; jene Art von Literatur, die die spieleri-
sche Irrationalität des Menschen offenbart statt seine selbstgewisse Rationalität. Diese 
Literatur nenne ich SURFICTION. Allerdings nicht, weil sie Realität nachahmt, son-
dern weil sie die Fiktionalität der Wirklichkeit offenlegt. So wie die Surrealisten jene 
Ebene der menschlichen Erfahrung, die im Unterbewußtsein verborgen funktioniert, 
SURREALITÄT nannten, nenne ich die Ebene der menschlichen Aktivitäten, die das 
Leben als Fiktion entlarven, SURFICTION.9
My own translation:
[...] only literature, which tries to explore the boundaries of its possibilities beyond 
the given limits matters to me; that type of literature which questions dominating 
traditions; that type of literature, which constantly bears in mind the belief in human 
imagination, instead of the belief in the human’s distorted visions of reality; that type 
of literature, which reveals the playful irrationality of men instead of their complacent 
rationality. This literature I name SURFICTION. Though not because it imitates reali-
ty, but because it unveils the fictionality of reality. As the surrealists named the level 
of human experience, hidden in subconsciousness where it functions, SURREALITY, I 
name the level of human activity, which unmasks life as fiction, SURFICTION.
This quotation underlines the connectivity between Surrealism and hypertext. As the cho-
sen representatives of hypertext theories referred abundantly to their predecessors within 
the field of hypertextuality and non-linearity, the Surrealists alluded extensively to their 
ideological muses. In a similar way, the Surrealists explained their ideology through ref-
erences to already existing ideologies and theories. Both the current research on hyper-
textuality as well as French Surrealism isolate certain parts of their respective ideological 
inspirations, picking out only the bits they like and which might prove applicable to their 
own theories. 
8 Lance Strate, 1996. Communication and Cyberspace. Social Interaction in an electronic environment, 
Cresskill, New Jersey: Hampton Press, p. 244.
9 Raymond Federman, 2002. Surfiction: Eine postmoderne Position. In: Karl Wagner, ed. 2002. Moder-
ne Erzähltheorie. Wien: Facultas, p.419.
5
Another similarity lays in the first rejection by serious critics: the Surrealist movement 
was, at its beginning, not taken seriously among literary authorities, which then changed 
through the years, when the European Avant-garde gained in respect and recognition. In 
a similar way, it took a long time for hypertext theories regarding the literary work and/or 
text (and any literary hypertext in general), to have been recognized by Humanities and 
Literary Studies. It is quite striking to discover that both movements suffer/profit from a 
very similar publication history: There exist an enormous number of publications concern-
ing Surrealism and hypertextuality, but only a remarkably small amount of those publica-
tions deals with literary theory, the act of writing and reading, the role of the reader or 
co-author, and the new ways of textual production. Publications on hypertextuality mostly 
regard aspects of web design and computer science, which means that the very practical 
side, the technical side of hypertext is highlighted. As far as Surrealism is concerned, the 
largest number of publications is about paintings and films, neglecting, to a certain extent, 
the artistic attitudes and theories regarding literature. A brief look at the following example 
taken from google.co.uk (3 December 2009) exemplifies this fact. After having typed the 
relevant key words, I received the following entry results:
 “Surrealism”                 844.000 “Hypertext”               1.580.000
“Surrealist Theory”       8.900 “Hypertext Theory”   16.300
“Literary Surrealism”    8.950 “Literary Hypertext”  8.080
Figure 2
And up until now, there is not a single entrance for “Surrealist Hypertexts”. 
I titled this work HYPERSURREALISM, because my research focuses on the parallels 
between Surrealist concepts and hypertext theories, and I will show that most of the Sur-
realist ideas and claims concerning literature have finally found an appropriate medium in 
which to be realized: the computerized hypertext. For this reason, I would like to call this 
liaison HYPERSURREALISM10. HYPERSURREALISM reflects both the materiality of the 
medium and the content, or, maybe better expressed, it underlines the interdependence of 
materiality and content. 
10 This term was initially coined by the Iranian artist Leila Zafar, who currently lives in New York City 
and who uses the word HYPERSURREALISM for describing the impression and the effects which 
color, texture and pattern have on her emotional sensibilities and artistic creativity. As claimed on her 
website, the confluence of these brings forth an evolution in the use of pattern, abstraction and design 
closely related to Surrealism. She has taken this into a modern three dimensional form only apparent 
when wearing 3D glasses. Her use of the term HYPERSURREALISM applies to digital and visual 
arts. When I started this research, I was not aware of the fact that the term HYPERSURREALISM had 
already been coined by Leila Zafar. I believed it to be a neologism created by me, but soon I realized 
my mistake. Nevertheless, sensitive to the fact of its original use and of its initial creator, I decided to 
use this term for the title of my study, because I will use it in a very different way.
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My research is structured in the following way:
Chapter 2 is titled On terminology and content and introduces the main terms and methods 
and includes their definition, explanation and justification. A short summary of Une histoire 
de science fiction is given in section 2.3, followed by editorial information on the French Sur-
realist hypertext Une histoire de science fiction in section 2.4. 
Chapter 3 is dedicated to the text-work discourse and its relevance in Digital Culture, 
and is called On text, work and the techno-cultural myth – a techno-cultural approach. In section 
3.1, I thoroughly discuss the most relevant literary (and partly cultural) theories concern-
ing the text/work dichotomy in relation to Une histoire de science fiction while testing their 
functionality and practicability with the chosen Surrealist hypertext. section 3.2 is of a tran-
sitory character, trying to illustrate the current mystification of New Media and Digital 
Culture as a manner of coming to terms with scientific progress in society. 
Chapter 4 deals with the origins and developments of both hypertexts and Surrealism 
from a historical point of view, hence the title Cause and consequence – the historical develop-
ment of hypertext and Surrealism from a paradigmatic view. The first section critically describes 
the historical development of hypertexts, and the the one the historical development of 
Surrealism. In both sections, the main stress is laid on the entrepreneurial years of the 
beginning of each movement, trying to uncover the connectivity in their emergence. The 
fourth section briefly summarizes the ephemeral character of Une histoire de science fiction 
as Surrealist text about science and fiction. 
Chapter 5 is titled Hypertextuality and Surrealism: a theoretical comparison, and is com-
posed of three sections: the first one gives a detailed analysis on the theoretical predeces-
sors of hypertext theory in the field of nonlinearity, and the second one concentrates on the 
ideological inspirations of the Surrealist movement in trying to establish a parallelism to 
section 5.1. Section 5.3 is dedicated to the literary concepts of hypertextuality, Textuality at 
its best: Hypertextuality and its literary concept), in which I critically illuminate concepts of 
reading and writing in/on a medium such as hypertext. Pivotal theories by Jay David Bol-
ter, George P.Landow and Espen J.Aarseth will be examined in a comparative way. 
Chapter 6 can be considered the analytical core part of my research. I both analyze Une 
histoire de science fiction regarding its content and its form and layout, describing in detail 
its hypertextual presentation and visual vividness, its Surreal character and hypertextual 
realization. A particular emphasis is given to the first parts of this hypertext (front cover, 
dedication page, table of contents, preamble, introduction, chapitre 1 and 2), as they of-
fer the majority of visual images, media references and the strongest intertextuality. My 
media-specific analysis both focuses on the media representation of this literary hypertext 
and on the critical discussion on media and the role of cultural memory within this literary 
hypertext. Section 6.11 is dedicated to one originally non-Surrealist characteristic: outsider 
sexuality. Although Surrealism considered itself as an anti-bourgeois and cutting-edge 
movement of the Avant-garde, its founder André Breton strongly rejected homosexuality. 
As Une histoire de science fiction contains several homosexual constituents, I will therefore 
discuss the issue of outsider sexuality both within the Surrealist movement and the French 
Surrealist hypertext, before critically discussing alternative interpretations and readings in 
chapter 7 of my research. In the conclusion, I present a compilation of my research results, 
which I discuss with regard to future projects. 
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2. On terminology and 
content
2.1. MAin terMS And MetHodS
2.1.1.	 Literature	versus	fiction
The title of my research uses the term “literary”, revealing therefore a strong inclination 
towards the broader concepts of creativity instead of towards those of a more specific ter-
minology, e.g. fiction or fictional. This choice of terminology in favor of “literary/literature” 
is deliberate, because any type of fiction is, by nature, a part of literature, but not every type 
of literature can be considered as fictional, which is particularly the case when it comes to 
Surrealist texts. In the beginning of my research, I considered choosing the term “fiction” 
to be more specific with regard to the analysis of the Surrealist hypertext Une histoire de 
science fiction by Matt Lechien, but I soon realized that Surrealist writing, and this hyper-
text in particular, is difficult to classify in categories such as fiction, narratology, or poetry. 
Une histoire de science fiction is both a literary experiment in a virtual environment, and a 
conglomerate of poetic, narrative, fictional, non-fictional, visual and textual elements. As a 
result of this artistic and technical blend, Une histoire de science fiction is rather called a piece 
of hypertext literature than hypertext fiction. The following etymological approach to both 
of these terms justifies my terminological choice in favor of literature.
Etymologically speaking, the term fiction derives from the Latin word fingere, which 
means to invent or to create. According to this definition, fiction is a type of literature 
based on imagination, depicting not real events and people, and thus is an elementary 
part of the mimetic literary genre which is characterized by the use of dialogue and by 
fluent transitions from story telling to direct, indirect or interior monologue. Even though 
Surrealist texts offer a tremendous scale of imagination and creativity, it would be wrong 
to consider them entirely as fictional ones. André Breton’s Manifestes du surréalisme are 
clearly non-fictional texts, neither is his Nadja an example of true fiction, nor are Aragon’s 
works easy to be classified as pure poetry or prose in a fictional sense. As the Surrealists 
were strongly against canonized classification, the term literature seems more open to 
me than the term fiction.  The term literature originates from the Latin word literatura, 
the alphabetic script, but throughout the centuries, the meaning of the term literature 
changed from its etymological sense into more detailed and specified connotations11. Tak-
ing the etymological definition literally, we should consider every word and every text as 
a literary expression, which is obviously not the case, because a phone book is as far from 
being literature as a cook-book. In general, people are inclined to understand writings 
as literature as long as they are regarded as works of art as opposed to technical books, 
newspapers, magazines, secondary literature, etc. A significant shift of what we consider 
11 The term literature is widely seen as a concept of sharing ideas of literature by a certain social 
group (cf.: Ansgar Nünning, ed. 1998. Metzler Lexikon Literatur-und Kulturtheorie. Stuttgart: Metzler, 
p.319).
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as literature took place as a result of a critical analysis of the reading and writing process, 
or, as Nancy Kaplan puts it:
Once the operative definition of literacy has shifted from reading in general to reading 
important books, that formulation also undergoes a metamorphosis: reading impor-
tant books rapidly becomes synonymous with reading literature, a term whose se-
mantic shifts in the late eighteenth century prove instructive. In The Death of Literature, 
Alvin Kernan (1990) argues that in the heyday of neoclassicism the term literature ge-
nerally meant ‘all serious writing’ or ’anything written’ or even ‘the ability to read’.12
Serious writing became the key word for classifying literature, and by the emergence of the 
European romanticism, serious writing was mainly seen as imaginative writing, in contrast 
to other serious writings such as those created by science, philosophy, or technology. The 
clear distinction between a piece of art, such as imaginative literature or fiction, and tech-
nology has to be reconsidered with critical attention. Jay David Bolter refers to the strong 
connection between technology and the act of writing by alluding to the Greek techne, the 
root of the word technology which was, in ancient times, used to describe an art or a craft, 
a method of creating, modulating, making, constructing or doing something, regardless of 
its appreciation or respectability13. Plato himself used the word techne to name the alpha-
bet in the same way as the Latin word literatura termed the alphabet. The methodology of 
writing depends on certain skills, not only the ability to write and read from a cognitive 
point of view, but also on specific tools, whether it be an ancient papyrus roll, a paper and 
a pen, a printed book, or a computer screen and a keyboard. Technology was and is always 
strongly related to the act of writing, and any presentational form of written texts is only 
made visible due to technology14. For these reasons, I decided to use the term literature in-
stead of fiction for analyzing the French Surrealist hypertext Une histoire de science fiction. 
2.1.2.	 Intertextuality	and	media-specific	analysis
The terms intertextuality and media-specific analysis are frequently used in my investi-
gation. Therefore, it is advisable to define how I use them. The term intertextuality was 
first coined by Julia Kristeva while newly analyzing the work of Mikhail Bakhtin and the 
Russian Formalists, and this coinage was accompanied by the introduction of the concept 
of ideologeme, when referring to Bahktiin and Medvedev’s The Formal Method in Literary 
Scholarship: 
The concept of text as ideologeme determines the very procedure of a semiotics that, 
by studying the text as intertextuality, considers it as such within [the text of] society 
and history. The ideologeme of a text is the focus where knowing rationality grasps 
12 Nancy Kaplan, 2000. Literacy beyond books. Reading when all the world’s a web. In: Andrew Her-
man & Thomas Swiss, eds. 2000. The World Wide Web and contemporary cultural theory. New York, 
London: Routledge, 217.
13 Jay David Bolter, 1991. Writing Space. The Computer, Hypertext, and the History of Writing. Hills-
dale, New Jersey: Lawrence Erlbaum Associates, p.36.
14 A more detailed analysis of the crucial relationship between technology and the act of writing is 
given in chapter 5 of my research. 
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the transformation of utterances [to which the text is irreducible] into a totality [the 
text] as well as the insertions of this totality into the historical and social text.15 
According to Kristeva, authors cannot be held responsible for the originality of the texts 
they produce because they actually accumulate them from pre-existent texts which then 
renders a text a “permutation of texts, an intertextuality in the space of a given text, several 
utterances, taken from other texts, intersect and neutralize one another” (Kristeva 1980: 
36). Therefore, texts are social and cultural productions that reflect society and its culture 
at a given time, culture being the compilation of cultural textuality, as Graham Allen calls 
it in his Intertextuality:
Texts are made up of what is at times styled ‘the cultural [or social] text’, all the dif-
ferent discourses, ways of speaking and saying, institutionally sanctioned structures 
and systems which make up what we call culture. In this sense, the text is not an indi-
vidual, isolated object but, rather, a compilation of cultural textuality. Individual text 
and the cultural text are made from the same textual material and cannot be separated 
from each other.16 
I use the term intertextuality in exactly the same manner as Kristeva and thereinafter ex-
plained by Allen, as the French hypertext Une histoire de science fiction can be considered 
a prime example of intertextuality and text as an ideologeme. As we will see in Une his-
toire de science fiction, cultural knowledge, including the knowledge of French, Paris and its 
quartiers and arrondissements, French pop songs, TV shows, and other historically related 
events form ‘the text of society and history’. In this account, I will primarily focus on in-
tertextuality in Une histoire de science fiction in the course of its media-specific analysis (cf. 
chapter 6 Intertextuality in Une histoire de science fiction: A media-specific analysis). This con-
centration on intertextuality is further justified by its strong connection to hypertextuality 
in general and the specific hypertext with its link structure, in particular. 
As already quoted in the introduction of this investigation, media-specific analysis is 
“a mode of critical attention which recognizes that all texts are instantiated and that the 
nature of the medium in which they are instantiated matters.” (Hayles 2004: 67). I have 
chosen this method to examine the Surrealist hypertext Une histoire de science fiction by Matt 
Lechien, because it includes the materiality (e.g. link structure, icons, images, fonts and 
colors of the website etc.) of the text in its analysis. It is not only about the content of the 
text, but also about its visual representation, whether this is via a printed page in a bound 
book, or a website or digital hypertext. The medium of publication is taken into account, 
which includes the role of technology involved in the creation of this hypertext, and texts 
in general. It is not the same to write a text for a printed edition (or to read a text in printed 
and bound book format) or to write a text for an online edition (or to read a text as hyper-
media). As early as 1766, Gotthold Ephraim Lessing claimed that different types of media 
cannot be treated in the same way. He mainly referred to Horace’s universal equation of 
15 Julia Kristeva, 1980. Desire in language: a semiotic approach to literature and art. Translated by 
Thomas Gora, Alice Jardine and Leon S. Roudiez; ed. by Leon S. Roudiez, 1980.  New York: Columbia 
University Press, p.37.
16 Graham Allen, 2000. Intertextuality. The New Critical Idiom. London: Routledge, pp.35-36.
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painting and poetry (ut pictura poesis), alleging that painting and poetry possess too many 
distinctive features to be treated as one and the same work of art. The two different media, 
in Lessing’s words, are “two equitable and friendly neighbors”17, both of them with their 
own respective properties. The specificity of the medium’s format and its impact on the 
content (and  vice versa) will therefore be key elements of this media-specific analysis of 
Une histoire de science fiction. 
This method comprises the following approaches:
m Recognition of materiality and constructedness of the hypertext
m Comprehensive analysis of links (sort, appearance, color and 
connectivity), icons (appearance, color and significance), and GIF
images (px X px, design and significance)
m Comprehensive analysis of each single website’s design and layout 
(background, font, font size, style, formatting, borders, shading, 
columns, colors, frames and themes)
m Comprehensive analysis of textual distribution per website 
(paragraphs, line space, font, font size, formatting) 
m Critical discussion of the specific materiality of this hypertext with 
reference to the content of this hypertext
m Critical discussion of intertextuality in relation to hypertextuality
Media-specific analysis, according to Hayles, is still a relatively young method of analyz-
ing literary hypertexts, which is logical in due consideration of the relatively new hyper-
text medium (new from the perspective of literary criticism). Therefore it lacks perfec-
tion, but then again: which literary analysis can be considered perfect? In chapter 3 On 
text, work and the techno-cultural myth – a techno-cultural approach of my investigation, I 
will demonstrate the difficulties, but also challenges of applying other methods in my 
analysis of the literary hypertext Une histoire de science fiction. The following section  2.2 
Reasons for a media-specific analysis also proves the necessity for a literary analysis which 
takes the materiality of a text into consideration. Nevertheless, I am aware of the limita-
tions and weaknesses of a media-specific analysis, and that, as said by Raine Koskimaa, 
“[...] it is never too often stated that, especially with electronic texts, there is much need 
for more elaborate ways to do media-specific analysis”. But new methods must be tried 
and developed because, again agreeing with Raine Koskimaa:  “The field is pretty open 
still - it is good to have thought-provoking, even playful, experiments like this to widen 
the discussion”.18
17 Gotthold Ephraim Lessing, 1766. Laocošn. Translated by Edward Allen McCormick, 1984. New 
York: Bobbs-Merrill Company, p.91.
18 Raine Koskimaa, 2003. “The materiality of technotexts. A review of: N. Katherine Hayles, Writing 
Machines”, published in electronic book review, available at: http://www.electronicbookreview.com/
thread/electropoetics/playful.
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2.2. reASonS for A MediA-Specific AnALySiS
Any literary publication in non-print format needs to be analyzed from a perspective 
which takes the medium of publication into account, something which has been mostly 
neglected for centuries, as a critical look at the history of literary criticism reveals. Thou-
sands of years of literary production lie behind us, thousands of years of literary criticism 
have enriched our perspective on text, work, author, and reader, and thousands of years of 
constantly growing knowledge of technology have contributed to our modern high-tech 
civilization and culture. Aristotle’s (384-322) Poetics can be considered as one of the earliest 
literary theories from our current point of view, even though one can already find traces 
of literary reflections in the Homeric epics such as Iliad and Odyssey from 900 BC. The very 
important dichotomy between fiction and truth and the concept of poetic inspiration or 
genius were initiated during this period from which first signs shine through Aristotle’s 
statement that tragedies are more important than historiography because the latter only 
describes what happened, but not what could happen or what could have happened19. 
Likewise, the tragedy was conceived as genuinely more valuable than its rival, the comedy 
was, because the tragedy offered models and ideals for human existence and behavior. 
Nearly all of the well-known opposition pairs within the field of literary debate find their 
origin in antiquity: fiction versus non-fiction, false versus true, good versus bad, trivial versus 
ingenious, ars versus ingenium. It was at this early time that these binary concepts for the 
literary production were established and defined, a set of notions and assessments, which 
have been valid for over two millenniums. Whether it was Quintilian’s (35-100) adoption 
of the Aristotelian classification in the Institutio oratoria20, Horace’s (65-8) demands for a 
poetic unification, completeness and pureness – unum, totum, simplex – in his Ars poetica21, 
or the anonymous Rhetorica ad Herennium22 around 100 BC with its differentiation between 
inventio, dispositio, elocutio, memoria and pronuntiatio, all of these writings influenced our 
Western estimation of how literature should be and how it should not be. This question of 
to be or not to be literature, in the most Shakespearean sense, was equally transferred to 
the author. The anonymous perí hýpsous (de sublimitate) from probably 100 AC is most likely 
the best-known example that served as encouraging source for literary movements such 
as romanticism, the age of sentimentalism and the Sturm und Drang period. The antique 
differentiation between ars and ingenium became a powerful criterion of falsification within 
the literary discourse of the last centuries. From ancient times onwards, poets, philoso-
phers, and theorists worked on catalogues and classification systems determining when a 
text was considered a literary one, a good literary one, a bad literary one, not literary at all, 
or, even worse, a bad, dangerous one which then gave reason enough to end the author’s 
life immediately at the gallows.   
       
19 Cf. the paragraphs 1-7 in Aristotle’s Poetics. The following edition had been used for my research: 
Aristoteles, c.335 BC. Poetik. Translated from Greek by Manfred Fuhrmann, 1993. Stuttgart: Reclam.
20 Quintilian, 2006. Institutio oratoria. Oxford: Oxford University Press, pp.247-250.
21 A detailed description of Horace’s Ars poetica is given by Manfred Fuhrmann, 1992. Die Dichtung-
stheorie der Antike: Aristoteles, Horaz, “Longin“. Darmstadt: Wissenschaftliche Buchgesellschaft. I 
studied the following edition for my research: Horaz, c.18 BC. Sämtliche Werke. Oden, Epoden, Sat-
iren, Briefe. 2007. Translated from Latin by Manfred Simon and Wolfgang Ritschel. Köln: Anaconda.  
22 The Rhetorica ad Herennium is usually attributed to Marcus Tullius Cicero (106 BC-43 BC), but 
recent research discusses the certitude of this assumptions. 
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For a long time, literary analysis focused on the author as absolute reference point for 
any kind of textual interpretation. The author’s life was illuminated from various angles, 
the époque and society in which s/he lived was explored and researched for biographical 
important features, and even key figures of entire periods are based on essential years of 
the authors’ existence. The classical period in Germany, for example, is usually set between 
the years 1786 and 1805, the first figure referring to Johann Wolfgang von Goethe’s first trip 
to Italy, the latter one to the year of Friedrich Schiller’s death. Roland Barthes emphasizes 
this fact by explaining that the author
 […] still reigns in manuals of literary history, in biographies of writers, magazine 
interviews, and in the very consciousness of litterateurs eager to unite, by means of 
private journals, their person and their work; the image of literature to be found in 
contemporary culture is tyrannically centered on the author his person, his history, 
his tastes, his passions; criticism still largely consists in saying that Baudelaire’s oeu-
vre is the failure of the man Baudelaire, Van Gogh’s is his madness, Tchaikovsky’s his 
vice: explanation of the work is still sought in the person of its producer. 23
After the author, the study of social dependencies, political structures, historical deter-
minations, philosophical cognitions, religious beliefs, scientific discoveries concerning the 
human mind, psychology, genetic dispositions, and much more, became imperative ele-
ments for literary analysis. In the last two centuries, literary theories seemed to spring 
up like mushrooms: uncontrollable, not always long lived, occasionally quite tasty and 
innovative, at times utterly poisonous. Material theories, such as Marxism and positiv-
ism, and hermeneutical theories, including phenomenological hermeneutics, postherme-
neutics, neohermeneutics, and cultural hermeneneutics, are beyond a shadow of a doubt 
the most intriguing examples of theories taking the author and her/his living conditions 
into account. To a certain extent, women’s and gender studies as well as gay, lesbian and 
queer studies, are part of this discourse, although their theoretical premises refer equally to 
formal-structuralist theories like deconstruction. The formal-structuralist theories shifted 
the focus from the author to the text, concentrating then on the textual production with-
out consideration of its producer. Russian formalism, Czech structuralism, structuralism, 
semiotics, poststructuralism, deconstruction, and new criticism affected the discourse on 
literature in an almost ground-breaking way, celebrating Roland Barthes’ ‘Death of the 
author’ (“[…] in order to restore writing to its future, we must reverse the myth: the birth 
of the reader must be requited by the death of the Author” (Barthes 1984: 55)). Finally, yet 
importantly, literary analysis turned its attention to the reader. Reader-response criticism, 
cognitive and radical constructivism, and parts of empirical and analytical literary research 
assured the place of the reader as a significant component and determiner of textual mean-
ing both from a biological-cognitive as well as from a social-media perspective. Theories 
considering the discourse-context position amplified the whole picture of literary analysis 
by introducing the new historicism, Michel Foucault’s discourse analysis, the historicity of 
texts and the textuality of history (cf. section 3.1).
23 Roland Barthes, 1984. The Rustle of Language. 1989. Translated by Richard Howard. Berkeley: Uni-
versity of California Press, p. 50.
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However, none of the theories or methodologies mentioned considers the medium on/
in/of/at/ which one writes or reads a literary text in an adequate manner. So far, I have not 
discovered a theory of how stone walls, papyrus, paper, and the pages of a printed book 
have an impact on literary analysis. We will not find a single theory that explains literary 
phenomena with the help of the medium with which this literary text gained in life. Was 
Mary Shelley’s Frankenstein ever discussed in the light of its first physical body of presenta-
tion, and can the suspense and increasing suspicion against Dr. Jekyll be explained due to 
the material which Robert Louis Stevenson used to create his Strange Case of Dr. Jekyll and 
Mr. Hyde? From a very innocent first point of view the answer might be a clear “Oh, no, of 
course not. How can some sheets of paper just because of their consistency be responsible 
for the terror and fear growing on me while reading some gothic novels?” In this case, I 
have to acknowledge the fact that the medium of literary presentation, the paper, can not 
be made responsible of my growing fear during the act of reading about Jekyll’s transfor-
mation into Hyde. But what if I change the medium? What if I make it more visual, more 
acoustic, more shocking, and more unpredictable? Would my way of reading comprehen-
sion change if the sentences I read were no longer to be found in the book I am safely 
holding in my hands? How much potential would The Picture of Dorian Gray gain if it were 
written down on a huge canvas on which not only the text to the story, but also its visual 
illustration via pictures, graphics, and drawings find space as descriptive and elucidatory 
images? It most certainly would be a distinguished, if not sophisticated intertextual al-
lusion to the ideas expressed by Oscar Wilde. The form could thus be a reflection of the 
content, an appearance not afraid to be destroyed by reality. The medium, for sure, lacks 
perfection when it comes to represent the entire monstrosity, deterioration, and personal 
downfall of Mr.Gray, but a variety of textual and visual illustrated canvases can have a dif-
ferent affect on the spectator than pages in a printed book. It is less about having found the 
ideal representational form of literary productions, but more about the innovative use of 
these given qualities, or, as Oscar Wilde himself puts it, 
The moral life of man forms part of the subject-matter of the artist, but the morality of 
art consists in the perfect use of an imperfect medium.24  
This short digression into the history of literary theory proves clearly how the medium has 
been neglected throughout centuries and that new representative forms of literary texts 
can contribute to a better, colorful, at least more vivid understanding of the content. The 
examples chosen from the genre of gothic novels show how well the content of a novel can 
be highlighted and metaphorically stressed by its medium. The media-specific analysis 
closes this gap in literary analysis by pushing the door wide open for research on material-
ity: 
The crucial move is to reconceptualize materiality as the interplay between a text’s 
physical characteristics and its signifying strategies. This definition opens the possi-
bility of considering texts as embodied entities while still maintaining a central focus 
on interpretation. In this view of materiality, it is not merely an inert collection of 
24 Oscar Wilde, 1890. The Picture of Dorian Gray. 1997. Hertfordshire: Wordsworth Editions, p.3.
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physical properties but a dynamic quality that emerges from the interplay between 
the text as a physical artifact, its conceptual content, and the interpretive activities of 
readers and writers.25 
These are the reasons why I decided to analyze the French Surrealist hypertext Une histoire 
de science fiction from a media-specific perspective, which takes its physical body into con-
sideration. In chapter 6, I elaborate upon the media-specific characteristics of this literary 
hypertext, while concurrently unveiling intertextual aspects for a comprehensive under-
standing and interpretation of the hypertext’s meaning. The media-specific analysis fo-
cuses on the use of media specific tools, such as images, graphics, fonts and colors, which 
enrich the textual meaning and which contribute to an in-depth perception of this piece 
of digital literature. It also concentrates on the importance of media and technology men-
tioned in Une histoire de science fiction, which is of significant importance as far as the critical 
realization of Surrealist ideas in the new medium of hypertext is concerned. 
2.3. A SHort SuMMAry of Une histoire de science fiction
The French hypertext Une histoire de science fiction is divided into a preamble, an introduc-
tion, seven chapters, four epilogue parts and one final moral of the story. The title of this 
hypertext can be interpreted in several ways, giving thus a variety of translation possibili-
ties. It could be translated as “A history of science-fiction”, “A science-fiction story”, “A mat-
ter of science-fiction”, or “A fuss about science-fiction”, and as the unfolding plot shows, all 
translation possibilities are applicable to this work. 
The general idea expressed in Une histoire de science fiction is the one of social injustice. 
The plot of the story is set in Paris and is told by a first person narrator who has given him-
self the name of Dévastator. Dévastator is on a crusade against the French government, the 
bourgeois society, the private and state companies exploiting Third World countries, the 
prohibition of marihuana and the social marginalization of outsiders, in particular pros-
titutes. As a result of his aim to save the world, he is in need of companionship and starts 
an Internet search to win fellow combatants over. Four candidates reply to his appeal to 
action: The philosopher, the pirate, Maître Jélagniack, and Six-roses. Like Dévastator, none of the 
main characters will ever reveal their real given names, and will always be referred to by 
their Internet usernames. Dévastator suggests a meeting with his newfound companions to 
discuss further action plans, and they agree to have a drink on a Monday at 10 p.m. in a bar. 
The initial presentations and talks go smoothly and each of the companions offers unique 
and individual characteristics to contribute to the main goal. Their ambitious conversation, 
nourished by a relatively high consummation of alcohol, does not go unnoticed by the rest 
of the clients, including the dislikable and unfriendly innkeeper. When a young woman 
enters the bar, looking for shelter, she is refused and insulted by the innkeeper, which 
escalates the situation. Several speeches in favor of the poor and against the capitalist struc-
tures of society coincide with the growing idea of leaving the bar to visit a brothel. All set 
out for the nearest place of carnal pleasures, when the pirate offers to smoke a joint. Except 
for the group around Dévastator, all other clients, in particular the innkeeper, engage in a 
storm of protest. This popular outrage is only restrained by the convincing discourses of 
25 Catherine N. Hayles (2004), p.72.
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the fellowship and some quality time of collective joint smoking. In a relaxed mood, they 
enter the brothel where they continue to indulge in the pleasures of cannabis. A baccha-
nal debauch, full of sensual dances and exuberant declarations of mutual admiration and 
love preludes a collective blackout which makes it impossible to remember the rest of the 
night. The following day, Dévastator awakes next to the innkeeper, in the innkeeper’s bed, 
suggesting that this day of hangover is meant to be a misfortunate one. He then addresses 
the reader in announcing the end of this story, which has begun so promising. Apparently, 
another Internet user accessed the story’s website and altered it that it can not be continued 
any longer. Dévastator is pleased with this turning point and prolongs his personal address 
to the reader in which he criticizes him for anti-social and capitalist behavior. Both poetic 
values and moral values are critically discussed under the premises of a fair social justice 
system. After this long regression to social criticism and the direct request to make the 
world a better place, Dévastator informs the reader about the miserable ends of each of his 
companions and that he himself is already living at the Cote d’Ivoire in Africa, with Pim-
prenelle, the young woman from the bar. They open an AIDS information center and live 
happily ever after in a country where they find people with a heart and a soul. 
This hypertext includes various pictures, cartoons, and collages which enrich the ex-
pressivity and colorfulness of the tale. The table of contents forms the backbone of it, as 
the reader can, in the majority of cases, only jump to the next chapter by going back to the 
main menu. 
2.4. editoriAL inforMAtion
An investigation of digital literature and hypertexts is usually difficult to limit to a spe-
cific text which can be still accessed years after its initial publication as a web document. 
In many cases it is necessary to save the literary hypertext as an accessible corpus on an 
electronic device for further research aims.  The revolutionary fugacity of anarchist liberty 
in publishing, deleting, reading and writing is praised as one of the most vibrant character-
istics of hypertext publications. However, as the ongoing debate on authorship, copyrights 
and publication issues demonstrates26, this alleged freedom of electronic publishing has to 
be tamed, if we wish to produce academic research on it. In contrast to printed texts which 
can be easily acquired/accessed via book stores, libraries, or from an Internet database, 
such as the online version of the Encyclopedia Britannica  (http://www.britannica.com) 
or Project Gutenberg, the first producer of free electronic books (http://www.gutenberg.
org/wiki/Main_Page), exclusive electronic publications always run the risk of disappear-
ing into a void unless they are saved to a data storage medium. I proceeded this way with 
the Surrealist hypertext I have chosen for my investigation, Une histoire de science fiction by 
26 The severity of copyright issues has already been a key focus of online publications since the World 
Wide Web’s launch in the 1990s. Whereas Jakob Nielsen reflects on the basics of electronic publishing 
(cf. Nielsen, Jakob, 1996. Multimedia, Hypertext und Internet. Grundlagen und Praxis des elektronis-
chen Publizierens.  Braunschweig/Wiesbaden: Friedr. Vieweg & Sohn Verlagsgesellschaft mbH,), Su-
san Drucker analyses legal implications and consequences of copyright issues in the virtual space 
(Drucker, Susan J, 1999. Real Law@Virtual Space. Communication Regulation in Cyberspace. Cresskill, 
New Jersey: Hampton Press). Daine L. Borden already anticipated as early as 1998 the now common 
problems related to the use of twitter, facebook and other forms of social networking (Borden, Daine 
L., 1998. The electronic grapevine. Rumor, reputation, and reporting in the new on-line environment. 
London: Lawrence Erlbaum Associates).
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Matt Lechien, which was published in 2004 (the exact date is unknown to me) in the online 
journal  Surréaliste  éditions. 
 Éditions Surréalistes was originally an ad hoc publishing collective established in 
1926 which operated until 1968, producing, in all, 59 works, all at the authors’ expense 
or via subscription funds. José Corti, a young bookseller and publisher who also distrib-
uted the last issue of La Révolution surréaliste, was the founder of this Avant-garde edito-
rial. In 1925, he opened his first book shop and publishing house at 6, rue de Clichy in 
Paris, which he later moved to 11, rue Médicis, where it still exists (cf. the website of this 
publisher at http://www.jose-corti.fr/index.html). The Éditions Surréalistes were “a last 
resort for works no commercial publisher would touch” (Polizzotti 2009: 304); therefore 
it is not surprising that an online journal dedicated to Surrealism is named after Corti’s 
edition. The domain for this online journal, SURREALISTE.ORG, was created on the 12th 
of October, 2003, updated on the 13th of October, 2009 and will expire, if not renewed, on 
the 12th of October, 201027. However, it is no longer in use but transfers the reader directly 
to a different domain, REALISTE.ORG which was created on the 8th of March, 2007, last up-
dated on the 8th of March, 2008 and will expire, if not renewed, on the 8th of March, 201028. 
The online journal Surréaliste éditions ceased to exist after three and a half years of openly 
communist, anti-capitalist and anti-government journalistic activity. When I accessed the 
website of SURREALISTE.ORG for the first time on the 12th of March 2004, Une histoire de 
science fiction was advertised as a free electronic book, ready to be downloaded. SURRE-
ALISTE.ORG was the first and only French website dedicated to recent and state-of-the-art 
Surrealist thinking. As a consequence, Une histoire de science fiction can be considered the 
very first French Surrealist hypertext exclusively published online. 
As the journal does not exist any longer and Une histoire de science fiction does not give 
any information on its publication in that journal, it is difficult to locate the exact publica-
tion date of this hypertext. Publication date does not equal production date, but it is very 
likely that Une histoire de science fiction was written the same year as its publication. As an 
indicator of this, I refer to the allusion to Pfitzer on the front cover of this hypertext, which 
includes the date 2004 (cf. section 6.1). With the transformation of SURREALISTE.ORG to 
REALISTE.ORG, this literary hypertext was taken off the web in 2007, but can still be down-
loaded from the following website: http://www.aboutlyrics.com/Software/Download/1-
histoire-de-SF.php. However, so that the reader is able to access it, I include a copy of this 
hypertext (in CD-Rom format) with this study.  
Two copies of this hypertext (in CD-Rom format) are added to my investigation in or-
der to provide a study and reading possibility of the corpus of this research. 
It is impossible for me to provide any relevant information about the author of this 
hypertext and the creator of this Surrealist online journal, Matt Lechien. I started an exten-
sive web search, but could only retrieve some information about his brief contribution to 
another left-wing online journal, Bellaciao (http://bellaciao.org/f/rh/). Apart from this, I did 
not find any biographical or bibliographical information about him, and my emails, which 
I sent to the email address given in Surréaliste éditions, remained unanswered. 
27  For detailed information on this domain see the following website: http://whois.domaintools.com/
surrealiste.org.
28  For detailed information on this domain see the following website: http://whois.domaintools.com/
realiste.org.
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Although left unsatisfied by this lack of biographical information about the author of 
Une histoire de science fiction, I consider it proof of the blurred world of internet publications. 
This precisely differentiates digital literature from printed literature, in which everything 
is clearly structured in relation to editorial issues. This imperfection of New Media is only 
one aspect of its fast-paced development, during which new hypertexts are constantly cre-
ated and old ones rigorously abandoned. It might be comparable to building castles in the 
sand, which, sooner or later, will vanish into the sea. These irrepressible and ungovernable 
characteristics of the Internet, from anarchy to copyright issues, from editorial freedom to 
plagiarism, from social networking to isolation, from anonymity to popularity render it an 
apparent mythical environment. For this reason, I dedicate section 3.2 to a discussion at the 
alleged mythical features of the World Wide Web. 
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3. On text, work and the 
techno-cultural myth
3.1. Une histoire de science fiction: text or work?
The literary hypertext Une histoire de science fiction by Matt Lechien was published in the 
former Surrealist online magazine Surréaliste éditions in 2004, and shows significant inter-
textual and intercultural allusions, which will be uncovered in chapter 6 of my research. 
In chapter 6, I will analyze this hypertext from a media-specific perspective and unveil its 
intertextuality, frequently using the term “literary hypertext”. In this section, I want to dis-
cuss the text-work discourse in terms of its relevance for digital literature and Surrealism. 
This discussion will exemplify my terminological preference for “work” instead of “text” 
as far as Une histoire de science fiction is concerned.
3.1.1.	 Aspects	of	hermeneutics	and	reader-response	criticism	in	the	
	 discourse	on	text	and	work	
For more than a century, literary theory has concentrated on the differentiation between 
the so-called literary text and the so-called literary work. Inside the catholic dimensions of 
hermeneutics, the dichotomy between text and work was mainly discussed by the Polish 
philosopher Roman Osipovich Ingarden (1893-1970), the Czech aesthetics, literary theorist 
and critic Jan Mukařovský (1891-1975)29, the German philosopher Hans-Georg Gadamer 
(1900-2002)30, the German expert on Romance languages and literature Hans Robert Jauß 
(1921-1997) and the German anglicist and literary theorist Wolfgang Iser (1926-2007). 
From an ars interpretandi in ancient times and the Middle Ages, where the method of 
hermeneutics was mainly used by the church in discovering multiple senses of a text in 
a Christian way and thus became an instrument of indoctrination (littera gesta docet, quid 
credas allegoria, moralis quid agas, quo tendas anagogia31), the hermeneutics of the last two cen-
turies have contributed remarkably to a scientifically based discussion on textual analysis 
and interpretation. 
Within the phenomenological hermeneutics, Roman Ingarden is surely an outstanding 
figure as far as the text/work controversy is concerned, because he has
29 Jan Mukařovský is doubtlessly one of the most relevant representatives of structuralist and semiotic 
aesthetics who has contributed to the foundation of the Prague school, but his ideas also had a pivotal 
influence on hermeneutic thinking and also on Avant-garde movements, such as Surrealism. Cf. Frank 
Illig’s work on Mukařovský and Surrealism: Frank Illig, 2001. Jan Mukařovský und die Avantgarde: 
die strukturalistische Ästhetik im Kontext von Poetismus und Surrealismus. Bielefeld: Aisthesis.
30 Cf. Toni Tholen’s publication on the struggle between hermeneutics and deconstruction: Toni 
Tholen, 1999. Erfahrung und Interpretation : der Streit zwischen Hermeneutik und Dekonstruktion. 
Heidelberg: C. Winter.
31 This Latin mnemonic rhyme can be translated into English with the following words: The letter teaches 
the past, the allegory what you should believe in, the morality what you should do, the higher sense what 
you should strive for.
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[…] employed the powerful method of phenomenology in order to penetrate the un-
derlying ontological essence, or mode of being, of the literary work and to make ex-
plicit the corresponding side of subjectivity, within whose structures the underlying 
modes of givenness peculiar to the literary entity are lawfully established.32
Ingarden emphasizes the impossibility of finding an accurate and satisfactory definition 
of the literary work, but at the same time, he rejects “[…] the view that the literary work is 
nothing but a manifold of experiences felt by the reader during the reading […]” and that 
this position “[…] is also altogether false and its consequences absurd. For there would 
then have to be very many different Hamlets.”33 The adoption of such an extreme relativ-
ism entirely based on the reader’s conception and cognition would create completely new 
works at every new reading. Perceiving the literary work as one and the same by a multi-
tude of readers, certain conditions must be fulfilled, and as one of the first, Ingarden sug-
gests that the author stays outside of the literary work as “[…] author and work constitute 
two heterogeneous objects which, already on the basis of their radical heterogeneity, must 
be fully differentiated.”34 In the same manner, neither the reader’s individual and general 
cognitive attributes matter for the literary work, nor the real objects, persons, or places 
which appear as their own models in the literary work. 
For Ingarden, the essential structure of the literary work lays in a formation constructed 
by several heterogeneous strata, as it is the case in almost any kind of literary production:
Despite the diversity of the material of the individual strata, the literary work is not a 
lose bundle of fortuitously juxtaposed elements but an organic structure whose uni-
formity is grounded precisely in the unique character of the individual strata. […] 
(1) the stratum of word sounds and the phonetic formations of higher order built on 
them; (2) the stratum of meaning units of various orders; (3) the stratum of manifold 
schematized aspects and aspects continua and series, and, finally, (4) the stratum of 
represented objectivities and their vicissitudes.35
For Ingarden, the literary work is therefore a many-layered formation that is to be treated 
as an objectivity in itself, disconnected from the living intercourse of psychological indi-
viduals, separated from culture, spirituality, history et cetera. He calls it a “nothing” and 
yet a true wonder which enriches our lives although it only comes into existence by our 
grace (Ingarden 1973: 13). Literature, hence, becomes an intentional object. On the one 
hand, literature is dependent on the artistic consciousness, which has created it; on the 
other hand, it depends on the reader’s concretization. Due to aesthetical criteria, Ingarden 
believes that it is definitely possible to differentiate between false and true concretizations 
made by the reader. 
If we apply Ingarden’s reflections to Une histoire de science fiction, we will face several 
problems. The story of this Surrealist hypertext takes place in Paris, but this Paris, unlike 
32 Michael David Levin, 1973. Foreword. In: Roman Ingarden, 1973. The Literary work of art. Evanston: 
Northwestern University Press, p.xvi.
33 Roman Ingarden, 1973. The Literary work of art. Evanston: Northwestern University Press, p.15.
34 Id., p.22.
35 Id., p.29-30.
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the one described by Breton and Aragon in works such as Le Paysan de Paris and Nadja, is 
rendered ridiculous by intentionally presenting it wrongly and ludicrously. Even though 
Breton and Aragon avail themselves of a tremendous farcical and mocking attitude to de-
scribe Paris and the Parisians, this attitude does not include the mentioning of real facts, 
monuments, and places in Paris as such. When they mentioned parts of Paris, e.g. Porte 
Saint-Denis36 and Le Passage de l’Opéra,37 these places truly exist (existed) in reality. For that 
reason, Ingarden’s theory might fit here, because the mentioning of these places does not 
make these real objects and states of affairs a part of the whole literary work. They are only 
descriptions, models, or even imagined shadows of them and thus do not belong to the 
given work. Ingarden would refer to these descriptions as “imaginational objects” because 
they are “imagined” by the authors. When Aragon and Breton “imagined” the places in 
Paris, these places themselves are real, ontically autonomous objects and not imaginational 
ones. The case is quite different regarding Une histoire de science fiction. In one of Dévastator’s 
emails, we read that he is supposed to meet somebody at “487, place de la Pastille dans le 
25ème arrondissement” (cf. section 6.5). But there is neither a place de la Pastille in Paris, 
nor is Paris composed of 25 districts (arrondissements). Still, for anyone who knows Paris 
and who speaks French, it is quite clear that the author alludes to the famous place de la 
Bastille, which is a part of the 4th , 11th, and 12th district of Paris, which, in total, only has 20 
different districts. In that case, the “imagined” places mentioned in that hypertext do not 
technically exist as real and ontically autonomous objects in reality, but their invention was 
inspired by the knowledge of real and autonomous objects. 
In my opinion, it is not relevant to make a clear distinction between “imaginational” or 
“non-imaginational” objects, because everything in a literary work is “imagined” by the 
author, regardless of whether or not these objects truly exist. I also see a strong contradic-
tion in Ingarden’s argumentation, because on the one hand, he proposes to treat author and 
work as two heterogeneous objects which should be entirely differentiated, and that the 
literary work should be disconnected from culture and living intercourse of individuals, 
on the other hand he admits that literature needs both the artistic consciousness and the 
reader’s concretization to come to life. I completely agree with Ingarden’s latter statement, 
but not with his ideas of a disconnection between the literary work and culture. I cannot, 
for example, read a text written in Chinese if I am not able to understand Chinese. My 
learned language skills, a result of my cultural background and individual language tal-
ent, do not include Chinese. The complete sign, from a de Saussurean perspective, will be 
incomprehensible for me, the signifié in the same way as the signifiant. It would be likewise 
impossible for a reader to understand the Surrealist hypertext Une histoire de science fiction 
without knowing French. And even if s/he can read in French, but does not know anything 
about Paris and its infrastructure, this Surrealist hypertext cannot be fully understood. The 
reader would be unaware of the mocking attitude of the author who changes the names 
of famous Parisian places and who gives false information about the number of districts. 
For that very reason, I do not believe that it is possible to separate the literary work from 
its cultural background. Ingarden’s other claim of finding certain conditions to perceive 
the literary work as one not having different Hamlets can be as difficult for printed literary 
36 André Breton, 1928. Nadja. 1964. Paris: Gallimard, p.37.
37 Louis Aragon, 1926. Le paysan de Paris. 1990. Paris: Gallimard, pp.19-44.
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works as it can be for hypertextual literary works. The quantity of current literary theories 
is a simple consequence of the still unchecked desire to understand literature in different 
ways to obtain new results, and as a result of it, the reception of already canonized litera-
ture still goes on, trying to reveal new aspects of already analyzed features of literature. 
Hypertext literature, at its best, does not even want to be perceived as one work and inten-
tionally offers a multitude of different reading paths and reading combinations. And this 
with the single aim of providing each individual reader with a unique and truly individual 
reading experience which can lead to a huge number of different concretizations of the 
literary hypertext. Une histoire de science fiction does not provide the readers with such a 
number of individual reading possibilities, but the author mentions in the beginning that 
the final form of it has been conceived as a type of joint collaboration with the readers (cf. 
section 6.3), who were offered three different endings and sequels after each chapter. The 
readers’ choice influenced the shape of the final literary product, which is not necessarily 
dependent on a digital medium, but can be achieved in print media, too. The French Surre-
alist Raymond Queneau offers the reader of his Cent Mille Milliards de Poèmes (1961) infinite 
combination possibilities which result in totally different sonnets, and consequently, there 
can be billions of different versions of Cent Mille Milliards de Poème38. 
It can be likewise questioned whether a literary method based on the idea of its in-
tentional character should be valuable for Surrealist literature in general. One of the most 
challenging aims of the Surrealists was to free literature from its conscious prison in favor 
of the Freudian unconsciousness and dream theory. Literature should be created in an au-
tomatic act of writing, as Breton’s definition of Surrealism shows:
SURRÉALISME, n.m. Automatisme psychique pur par lequel on se propose 
d’exprimer, soit verbalement, soit par écrit, soit de toute autre manière, le fonctionne-
ment réel de la pensée. Dictée de la pensée, en l’absence de tout contrôle exercé par la 
raison, en dehors de toute préoccupation esthétique ou morale.39
My own translation:
SURREALISM, n. Psychic automatism in its pure state, by which one proposes to 
express – verbally, by means of the written word, or in any other manner – the actual 
functioning of thought. Dictated by thought, in the absence of any control exercised 
by reason, exempt from any aesthetic or moral preoccupation. 
Consequently, Ingarden’s theory might result complicated if applied to examples of Sur-
realist automatic writings. Luckily for us, Une histoire de science fiction does not belong to 
this particular Surrealist genre, therefore hermeneutical methods could prove themselves 
valuable in the analysis of Surrealist characteristics in hypertext, that means Hypersurreal-
ism. Even though the most important representatives of the German reader-response criti-
cism (Rezeptionsästhetik) from the Constance school of reception aesthetics, Wolfgang Iser 
and Robert Jauß, have been remarkably influenced both by Ingarden’s and Mukařovský’s 
38 A computerized version of this poem, which simulates the different combination possibilities of the 
poem in a hypertextual medium, can be found at the following website: http://www.college4vents.net/
pedago/docshotpot/queneau.htm.
39 André Breton, 1924. Manifestes du surréalisme. 1991. Paris: Gallimard, p.36.
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ideas, Iser, in contrast to Ingarden, emphasizes the plurality of possible concretizations and 
assumes that it is impossible to make a clear distinction between text and work. Iser differ-
entiates between the artistic and the aesthetic poles within a literary work. The artistic pole 
symbolizes the textual creation done by the author, and the aesthetic one the concretization 
of it accomplished by the reader. Owing to this polarization, Iser argues that the literary 
work is neither identical with the text nor with its concretization. 
[…] the literary work has two poles, which we might call the artistic and the aesthetic: 
the artistic pole is the author’s text and the aesthetic is the realization accomplished 
by the reader. In view of this polarity, it is clear that the work itself cannot be identical 
with the text or with the concretization, but must be situated somewhere between the 
two. It must inevitably be virtual in character, as it cannot be reduced to the reality of 
the text or to the subjectivity of the reader, and it is from this virtuality that it derives 
its dynamism.40
The interface of both poles should be carefully examined as the places of sense format-
ting structures in which texts are experienced in the act of reading, and this renders any 
attempt at a defined and clear literary analysis difficult. If it seems impossible nowadays, 
in Iser’s words, to establish a literary theory without the inclusion of the reader, how can 
we come then to any general assumption and valuation of literary works, as is demanded 
by Ingarden? 
Iser stresses the dialogical processes between the reader and the work, the processes in 
which sense and aesthetical value are realized, and within this process the so-called implicit 
reader is of great importance. The implicit reader is nothing more than a construct who, 
ideally, can realize all signals coming from the text (Leiteritz 2004: 48). Iser highlights the 
reader as a constantly floating point within the text who only realizes chunks of the text by 
moving. This form of action and realization as a part of human cognition is compared to 
the well-known phenomena of the “eye-voice span” in psycholinguistics. 
The very fact that textual perspectives are given to the reader’s wandering viewpoint 
in segments only is already an indication that a process of combination is required 
and that the necessary coherence of the text is to be implemented by the reader’s acts 
of ideation. The blanks structure this process against the background of everyday 
usage of speech; as they withhold their references, they help to dislocate the reader’s 
normal expectations of language, and he finds that he must reformulate a formulated 
text if he is to be able to absorb it.41
Robert Jauß shares Iser’s ideas concerning the dialogical process between reader and work, 
and tries to combine the Marxist sociology of literature with formalist and text-based meth-
ods (Jauß 1984). More in the tradition of Gadamer, Jauß is less interested in the implicit 
reader, but in the real and historical readers, whereas the French literary theorist Michael 
Riffaterre (1924-2006) accentuates the so-called super-reader, who is an abstract and intangi-
ble combination of author, other poets, translators, critics, academics, etc (Riffaterre 1979). 
40 Wolfgang Iser, 1976. The act of reading: a theory of aesthetic response. 1978. London: Routledge and 
Kegan Paul, p.21.
41 Id., pp.184-185.
25
The ideas expressed by Iser show a striking similarity to some hypertext theories, (cf. 
chapter 5), first of all due to the choice of words, such as the “virtual character of the work” 
and the “eye-voice-span” for characterizing the way of reading through textual chunks. 
This terminology reminds one strikingly of hypertextuality, and the way of describing the 
eye-wide span is significantly accurate if one reads through a hypertext document. The 
second similarity lies in the recognition of a possible multitude of different concretizations 
of a work, concretizations performed by the reader. The super-reader, indeed, in the age 
of computers, can fulfill all the requirements of being simultaneously an author, a poet, 
as well a translator, a critic, or an academic. Hypertext literature is open to everyone, and 
even people who never buy a book in a book store or who never go to a library might end 
up reading a novel simply because it is easily accessible. The anti-capitalist and democratic 
character of hypertext literature is underlined in the epilogue of Une histoire de science fic-
tion : “Vous naviguez sur un livre gratuit qui n’a rien à vous vendre, un livre aussi libre que 
peut l’être son auteur, un livre qui ne demande qu’à se faire entendre.” [my own transla-
tion: “You are surfing a free book which hasn’t got anything to sell, a book as free as its 
author can be, a book which only wants to be noticed/understood.”]
In that sense, reader-response criticism or reception theory has contributed exception-
ally to the text/work discussion by drawing the attention to the reader as meaning-giving 
authority, but it has become clear that this new focus on the reader is not entirely satisfacto-
ry as an accurate method for analyzing hypertext literature. Additionally, the views on the 
reader’s importance concerning the understanding of the literary text or the co-creation of 
the literary work differ tremendously within the enormous field of hermeneutics. Never-
theless, I personally agree with Iser’s theories, in particular concerning his views regarding 
a literary text as a literary work, which is brought to life both by its creation performed by 
the author(s) and its concretization executed by the reader(s). This aspect of concretization 
has been a major part of my media-specific analysis of Une histoire de science fiction (cf. chap-
ter 6), where I laid a particular emphasis on the reader’s role in rendering the hypertext a 
transparent, understandable work of Surrealist production.
Recent publications in the field of reader response criticism focus on a psychoanalytic 
approach to writing and reading, for example Stanley J. Coen’s discussion of the relation-
ship between author and reader which “[…] has not been examined psychologically in 
close detail: neither psychoanalysis nor literary critics have described comprehensively 
what happens to reader or writer during their literary encounter.”42 Coen is critical of the 
fact that the psychological aspects related to the act of reading have been neglected, and 
therefore, according to him, psychoanalytic literary criticism would be most valuable in 
filling this gap, as linking both disciplines would contribute to a mutual enrichment:
[…] the psychoanalytic literary critic should be able to draw upon the methods and 
practices of each discipline. That is, he or she should be able to read texts carefully and 
closely and have enough access to her or his own internal psychic resonances with the 
text to be able to utilize some of these to understand the text.43
42 Stanley J. Coen, 1994. Between Author and Reader. A Psychoanalytical Approach to Writing and 
Reading. New York: Columbia University Press, p.169.
43 Id., p.170.
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Margaret M. Jensen refines this psychoanalytic approach by adding that “[…] [literary] 
tradition not only influences what we read, but also how it is read and with what value it is 
imbued.”44 The concretization of the literary work would therefore depend on the historical 
constructs transferred from generation to generation, to which the so-called curious reader 
finds her/himself exposed. With reference to Virginia Woolf’s The Leaning Tower, Jensen em-
phasizes the imaginative role of the curious reader whose aim is directed towards an open 
and unstable reading rather than to a stable and definite one. The connection between psy-
choanalysis and literary criticism is also highlighted by Susan Stanford Friedman’s view 
that “[…] the interest of any given reading is based on the lack of a fixed meaning in a text” 
and that “[…] it is the play of possible meanings within a text that holds the reader’s inter-
est” (Jensen 2002: 11). Ellen J. Esrock draws attention to the role of imaging and cultural 
background by claiming that “[…] […] people differ in their abilities to visualize and […] 
some readers claim not to be able to form visual images at all.”45
This idea of multiple reading possibilities, depending on historical constructs and the 
psychoanalytical impact, were already anticipated by Louise M. Rosenblatt in Literature 
as Exploration when she wrote that “[…] reading is a constructive, selective process over 
time in a particular context.” (Rosenblatt 1938: 26) and that […] [it] is a kind of experience 
valuable in and for itself, and yet – or perhaps, therefore – it can also have a liberating and 
fortifying effect in the ongoing life of the reader” (Rosenblatt 1938: 277). Todd F. Davis and 
Kenneth Womack dedicate an entire chapter to reader-response theory and psychological 
criticism in their book Formalist Criticism and Reader-Response Theory (2002), concentrating 
on Norman N. Holland’s coinage of the phrase “identity theme” referring to the psycho-
logical needs of the reader while responding to literary texts:
In his important essay, ‘Unity, Identity, Text, Self,’ Holland writes that readers ‘use the 
literary work to symbolize and finally to replicate ourselves. We work out through the 
text our own characteristic patterns of desire and adaptation,’ Holland adds. ‘We inte-
ract with the work, making it part of our own psychic economy and making ourselves 
part of the literary work – as we interpret it’ (124).46 
Not only do the psychological implications of the reader form part of the new current 
within reader-response criticism, the author’s psychological train of thought while produc-
ing literature is also examined.  Peter J. Rabinowitz’s concept of “authorial reading” relates 
to this aspect because “[…] the author speculates that the audience’s knowledge and belief 
systems will likely coalesce favorably with the author’s own commitments, biases, and 
general scope of life experiences.” 47 In other words, both author and reader cannot escape 
their textual reality, as Robert Scholes correctly points out: 
44 Margaret M. Jensen, 2002. The Open Book. Creative Misreading in the Works of Selected Modern 
Writers. New York: Palgrave Macmillan, p.9.
45 Ellen J. Esrock, 1994. The Reader’s Eye. Visual Imaging as Reader Response. Baltimore and London: 
The Johns Hopkins University Press, p. 183.
46 Todd F. Davis and Kenneth Womack, 2002. Formalist Criticism and Reader-Response Theory. New 
York: Palgrave Macmillan, p.63.
47 Id., p. 71.
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We live in a textual reality. […] Texts, I am suggesting, give meaning even to the con-
tingent and fleeting events of our ordinary lives, and that is one reason why we value 
them. But the conditions of our being come to us already scripted, textualized, shaped 
in patterns into which we fall, almost like actors given a script that they must follow. 
The human condition is a condition of textuality.48
3.1.2.				Cultural	conditions	of	poetic	qualities
The American literary theorist and critic Stanley Fish (1938- ) states that literature as itself 
does not exist in an objective way, but is only realized by its readers. His emphasis on the 
reader as hyperactive part of any kind of literary reception and understanding has influ-
enced reader-response criticism as well as the new pragmatists49. Consequently, the read-
ers decide what is to be called literature (and what is not) and how it is to be read (or not). 
Following this argument, a true, objective and falsifiable analysis and interpretation of 
literature would scarcely be possible. This relativism is not only criticized by the American 
literary theorist Eric Donald Hirsch (1928- ) who strengthens the textual meanings intend-
ed by the author (Hirsch 1976), but also by the Italian author and expert in semiotics Um-
berto Eco (1932- ), who offers three possible ways to analyze a literary text: intentio auctoris, 
intentio operas, and intentio lectoris. Clearly not to be seen within hermeneutics in general, 
Eco still can be referred to as a representative of the so-called post-hermeneutics due to his 
attempt to combine structuralist elements with hermeneutic elements for the establishment 
of his own theory of textual interpretation. In Eco’s view, text might be open to multiple 
ways of reading, but the tendency is still to achieve a satisfying consensus in reading.50 The 
philosopher Manfred Frank suggests taking the poetic qualities (Poetizität) into account if 
it comes to describe the features of a literary text, and these qualities consist of a semantic 
ambiguity or polyvalence, a literary genre, an individual style and a structural arrange-
ment (Frank 1985: 23). Similar to Manfred Frank, María Dolores Vivero García establishes 
the conditions of textuality, which are based on three different organizations: the enuncia-
tive organization, the topical organization and the compositional organization51.
Ian Morland notes quite aptly that these considerations do not entirely belong to liter-
ary criticism, but are a part of cultural criticism in general. With reference to Sigmund 
Freud, Morland highlights the role of the reader as a “literary entrepreneur” or “profes-
sional critic, a kind of textual technician”52, but he still does not forget to undermine the 
role of the text because 
48 Robert Scholes, 2001. The Crafty Reader. New Haven and London: Yale University, pp. 76-77.
49 Two of Fish’s publications, in particular, should be mentioned here, due to their very expressive 
and provocative character concerning the reader’s relation to the text: There’s No Such Thing as Free 
Speech…And It’s a Good Thing, too, Oxford/NY, 1994; and Professional Correctness. Literary Studies 
and Political Change, Oxford 1995. As these book titles already illustrate, Fish reflects openly about his 
ideas and has repeatedly changed his positions after some critical consideration.    
50 In a self-referential way, Umberto Eco applies his critical theory to his own works and exposes them 
to the critical public in an open way. The text/work discussion is reflected not only in his fictional work, 
such as Il nome della rosa, Milano 1980 or Il pendolo di Foucault, Milano 1988, but specially in his non-
fictional, such as Opera Aperta, Milano 1962, Il segno, Torino 1973, and I limiti dell’interpretazione, 
Milano 1990.
51 Salvador Pons Bordería, 2001. María Dolores Vivero García: El texto: teoría y análisis lingüistico. 
2004. In: Revue Romane, 39,2 p.334.
52 Ian Morland, 2001. Reading’s Reason. In: Diacritics. A review of contemporary criticism. Vol.31,2, 
p.88.
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[…] there is an important difference between reading the unconscious of an analy-
sand and that of a text. While an analysand has a delineated, albeit obscured, perso-
nal history, the history of a text is more nebulous: it is the history of its surrounding 
culture.53
As I already expressed in my commentary on Ingarden’s desired separation of text and 
its surrounding cultural dependencies, I completely agree with Morland’s view of the his-
tory of a text as a cultural one. Any kind of literary production and reception depends on 
acquired skills such as reading and writing, but this seeming obliqueness is not always 
guaranteed, it is highly dependent on the surrounding culture of the individual. Accord-
ing to the United Nations Statistics Division from August 2005, the illiteracy rate of the 
population aged 15-24 shows a clear imbalance between the five continents and between 
the genders. The highest illiteracy rate is found in Burkina Faso with 86.0 % among the 
female population and 74.5 % among the male population (in 1996), and in Niger with 
85.8 % (f) and 73.8 (m) (in 2001). The highest illiteracy rate in Europe, for comparison, is 
at 2.2 % (f) and 2.3 % (m) in Romania (in 2002) and at 1.9 % (f) and 1.7 % (m) in Bulgaria 
(in 2001)54. In the case of digital literature, literary production and reception also depends 
on the technological supply provided by different countries. Not every country can offer 
its inhabitants the necessary facilities to access the internet, and not every inhabitant has 
the necessary financial means to acquire their own hard-and software. With an estimated 
population of 915,210,928, which means 14.1 % of the world, African internet usage rises to 
23,649,000, which means 2.6 % of the African population (in 2006). In Europe, which has an 
estimated population of 807,289,020 and thus represents 12.4 % of the world, internet usage 
is up to 294,101,844 or 36.4 % of the European population (in 2006). On a worldwide scale, 
in total 2.3 % of Africans and 36.4 % of Europeans use the Internet regularly55. In addition 
to that, any kind of literary production and reception is strongly connected to the mastery 
of languages, which is compulsory to participating in either text based or written domains 
of the World Wide Web. Unsurprisingly, we can detect that the languages of Third World 
countries with high illiteracy and low Internet usage are not represented in the top ten 
ranking of languages used in the web:
53 Id.,p.89.
54 Source: United Nations Statistics Division-Demographic and Social Statistics, 24 August 2005 (http://
unstats.un.org/unsd/demographic/products/indwm/ww2005/tab4c.htm).
55 Source: World Internet Usage Statistics and Population Stats (http://www.internetworldstats.com/
stats.htm).
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Top ten languages used in the web (numbers of Internet users by language)
top ten 
languages 
in the 
internet
internet 
users by 
language
% of all 
internet 
users
world 
population 
2006 estimate 
for language
internet 
penetration 
by 
language
internet 
growth by 
language 
(2000-2005)
English 312,757,646 30.6% 1,125,664,397 27.8% 128.0%
Chinese 132,301,513 13.0% 1,340,767,863 9.9% 309.6%
Japanese 86,300,000 8.5% 128,389,000 67.2% 83.3%
Spanish 80,593,698 7.9% 429,293,261 18.8% 229.2%
German 56,853,104 5.6% 95,982,043 59.2% 106.0%
French 40,974,004 4.0% 381,193,149 10.7% 235.9%
Korean 33,900,000 3.3% 73,945,860 45.8% 78.0%
Portuguese 32,372,000 3.2% 230,846,275 14.0% 327.3%
Italian 28,870,000 2.8% 59,115,261 48.8% 118.7%
Russian 23,700,000 2.3% 143,682,757 16.5% 664.5%
top ten 
Languages
828,621,695 81.0% 4,008,879,867 20.7% 156.0%
Rest of World 
Languages
194,241,342 19.0% 2,490,817,193 7.8% 421.6%
World Total 1,022,863,307 100.0% 6,499,697,060 15.7% 183.4%
Figure 3 (data source: http://www.internetworldstats.com/stats7.htm)
As statistics demonstrate, culture plays an essential role in the literary production and 
reception of hypertext literature which is highly based on literacy, language skills, and 
computer facilities. As I have already pointed out before, the understanding of the Surreal-
ist hypertext Une histoire de science fiction requires a profound knowledge not only of the 
French language and culture, but most importantly of so-called cultural memory, and the 
following examples highlight some of the linguistic and cultural memory aspects inherent 
in Une histoire de science fiction. 
When the first person narrator, Dévastator, clicks on a link which brings him to a website 
called “Welcome in happy new world off Bigue Brozeur” in the introduction of Une histoire 
de science fiction (cf. section 6.3), the reader might first assume that the reality television 
format show “Big Brother”, initially aired in the Netherlands in 1999, is the main subject of 
the following paragraphs. “Big Brother” has already found its place in what we call “cul-
tural memory”, or at least “cultural knowledge”, because it has become a permanent part 
of the everyday lives of millions of people. Even though officially not called “Big Brother” 
but “Loft Story” in France, the term “Big Brother” is widely popular in France. Without 
the cultural knowledge of the real “Big Brother” and without the knowledge of how, stere-
otypically, the ordinary French speaking person probably pronounces the English term “Big 
Brother”, this whole reference would be completely incomprehensible. After having read 
the first paragraphs of the Bigue Brozeur link, it appears that the author set the reader on 
the wrong track as it is not the actual reality TV show which is referred to with this name, 
but rather George Orwell’s “Big Brother” in Nineteen Eighty-four. “Big Brother” appears to 
be a water and energy supply company which fulfills all the stereotypical criteria of an ex-
ploiting capitalist business that is likewise responsible for a huge amount of environmental 
pollution. As I will show via my media-specific analysis in chapter 6 of my research, Bigue 
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Brozeur controls the French society and can be identified as a symbol of Western capitalism, 
dystopia and voyeurism. This is only one example of cultural aspects and intertextuality in 
Une histoire de science fiction which require a certain cultural knowledge to be fully under-
stood. 
3.1.3.		 Structural	aspects	of	textual	openness
The question of the text has been seen differently among the Russian formalists, who focus 
on the formal elements of textual representation and artistic means. It is less a question 
of a literary text but of the literacy (Literarizität) of a text. Some texts are seen as examples 
of literature or literary works of art, and others have the opposite effect. The Russian au-
thor and literary theorist Viktor Borisovič Šklovskij (1893-1984), the Russian literary theo-
rist Boris Michajlovič Ejchenbaum (1886-1959), and the Russian literary theorist, novelist, 
translator and screenplay writer Juri Nikolaevič Tynyanov (1894-1943) strongly reject the 
hermeneutic view of a text possessing inherent meaning56. The Russian linguist and phi-
lologist Roman Jakobson (1896-1982) contributed to the development of the Czech struc-
turalism (1925-1940) due to his introduction of the theories promoted by the Swiss linguist 
Ferdinand de Saussure (1857-1913), which concerned textuality, literacy and the literary 
use of language (Saussure 1916). Like Eco and Frank, the Russian literary theorist Jurij 
Michajlovič Lotman (1922-1993) states that a literary text is of an ambiguous and multiva-
lent character and thus contains more information or information possibilities than a non-
literary text. Lotman gives the example of poetic translations to underline the openness of 
literary concretizations and interpretations:
The polar opposite of artificial languages are those semiotic systems in which the 
creative function is strongest: it is obvious that if the most hackneyed of poems is 
translated into another language (i.e. into the language of another poetic system) then 
the operation of reverse translation will not produce the input text. The very fact that 
one and the same poem can be translated by different translators in many ways tes-
tifies to the fact that in place of a precise correspondence to text T1 in this case there 
is a certain space. Any one of the texts T1, T2, T3…TN which fill this space may be a 
possible interpretation of the input text. Instead of a precise correspondence there is 
one of the possible interpretations, instead of a symmetrical transformation there is an 
asymmetrical one, instead of identity between the elements which compose T1 and T2 
there is a conventional equivalence between them.57
These literary texts are open to further exploitation without clear boundary, and Eco refers 
to them as “open texts”:
Eco stresses the fact that both Avant-garde literature in general, and the open work 
in particular, employ disorder to increase information: probability and predictability 
actually always result in a decrease of information.58
56 Juri Tynyanov and Roman Jakobson, 1928. Problemy izucenija literatury i jazyka. Novyj Lef, 12, pp., 
35-37.
57 Yuri M. Lotman, 1990. Universe of the Mind. A Semiotic Theory of Culture. Translated from Russian 
by Ann Shukman, Introduction by Umberto Eco, London; New York: I.B. Tauris Publishers, p.14.
58 Peter Bondanella, 1997. Umberto Eco and the open text. Semiotics, fiction, popular culture.  Cam-
bridge: Cambridge University Press, p.29.
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Jan Mukařovský (1970) emphasizes the reception of any kind of literary text that renders 
an artifact as an aesthetical object, or, in Terry Eagleton’s words:
There is nothing, Mukařovský argues in Aesthetic Function, Norm and Value as Social 
Facts (1936) which possesses an aesthetic function regardless of place, time or the per-
son evaluating it, and nothing which could not possess such a function in appropriate 
conditions. Mukařovský distinguishes between the ‘material artifact’, which is the 
physical book, painting or sculpture itself, and the ‘aesthetical object’, which exists 
only in human interpretation of this physical fact.59
Mukařovský’s aesthetics already point to the necessary instruments for emerging structur-
alism: structure, function and signs. Originally coined by Roman Jakobson, structuralism 
finds its spiritual roots in the writings of Ferdinand de Saussure and his famous Course 
in General Linguistics (Saussure 1916), which is composed of notes taken by his students 
during lectures. These lectures were recreated by Charles Bally and Albert Sechehaye after 
de Saussure’s death in 1913, and, as is concisely pointed out by Derek Attridge, marked 
“the birth of one of the new century’s most potent intellectual movements.” (Attridge 
2005: 58)
Structure includes certain elements dependent on each other, and any change of these 
elements will consequently affect the others. The structural relationship determines the 
meaning of any given, individual word, not its referential function, and therefore, it is not 
possible to reach an adequate understanding of a word or a sign only by knowing what it 
refers to. The material of signs becomes as unimportant as the single sign itself. The signifi-
cance does not lie in a single work, but in the different codes with which one can decipher 
the work. The individual character of a literary text, highly praised as the result of a genius 
in romanticism or Sturm und Drang, is less interesting than the common pattern which will 
be found in every single literary text. In de Saussure’s model, literature and the literary 
work are sign systems of a second class (order), sign systems amongst many others and 
consequently, structuralism contributes to the demystification of literature in general.
The binary oppositions form one of the keystones of structuralist methodology and 
underline the basic assumption of the interdependence of signs by a relationship of op-
positions: synchrony/diachrony; signifié/signifiant; langue/parole; association (paradigm)/
syntactic construction, male/female; spirit/matter; nature/culture; individual/society, sen-
sual/rational, or, to sum it up, superiority/inferiority. From a structuralist perspective, the 
human being is born into these conditions given by language and sign systems, and s/he 
is not able to leave this prison of signs and meaning. This linguistic turn (Rorty 1967:1-40) 
reveals that a literary text is not something separated from real life, on the contrary, it 
shows the socially, biologically and psychologically inherent conditions in which human 
existence takes place. 
Structuralism offers the methods for textual analysis, but does not consider contextual 
elements and thus refuses evaluations and assessments. The methodology of structuralism 
has been employed not only by philosophers such as the French Louis Althusser (1918-
1990) with his structuralist version of Marxism in the 1960s (Sedgwick 2001: 239-251), or 
59 Terry Eagleton, 1983. Literary Theory. An Introduction. Oxford: Basil Blackwell, p.100.
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the ethnologist and cultural theorist Claude Lévi-Strauss (1908- ) and his structural anthro-
pology (Lévi-Strauss 1958),  but has been used and developed in a lot of different scientific 
fields. It is claimed to be an objective science which tries to clarify the neutral and unbiased 
conditions which form all relationships, from linguistic ones to social ones. 
I agree with the view that a literary text is of an ambiguous and multivalent character 
and thus open to further exploration. This open character of such a literary text is particu-
larly obvious in hypertext literature, which, at its best, might contain links which lead the 
reader out of the document. This type of literary text is therefore open in a very physical 
way, allowing the reader to leave the text for further information. Some literary hypertexts 
also offer the reader the option of becoming a co-author, which, like the non-linear open-
ness of the text, contributes to the demystification of literature. The whole composition of a 
hypertext is made of structural elements highly dependent on each other, and any kind of 
change within one structural element might affect the other structural elements, thus these 
ideas expressed by the structuralists sound very similar to the structural conditions of hy-
pertext literature, and I fully approve the concept of a literary text not being separated from 
real life. Still, I want to emphasize that, in my opinion, especially this connectivity of text 
and real life renders the literary text a literary work, and to disagree with the assertion that 
a literary text contains more information possibilities than a non-literary one. Non-literary 
texts, as it is also claimed by the new historicists, can also offer a remarkable variety of 
information, on society and politics, for example. The Surrealists inserted a large selection 
of non-literary texts (menu lists, newspaper articles, pictures etc.) into their literary works, 
rendering them collages for the illustration of their train of thought. Une histoire de science 
fiction shows a collection of non-literary aspects, such as pictures, drawings, and film post-
ers, which will be analyzed in detail in chapter 6. Likewise it is possible to read any text 
as a literary one, analyzing a newspaper article, for example, and discovering its poetic 
means such as metaphors, allusions, oxymorons etc. Even though structuralism, which 
developed later in 1970 as semiotics, a term which can be traced back to the philosopher 
and founder of pragmatism, Charles Sanders Peirce (1839-1914), made a groundbreaking 
contribution to literary analysis focusing on system and structure (Peirce 1894: 4-10). This 
could reveal binary oppositions in Une histoire de science fiction, such as capitalism versus 
socialism, Europe (France) versus Africa (Côte d’Ivoire), alcohol versus cannabis, estab-
lished bourgeoisie versus social outsiders, the French versus foreigners, and technology as 
evil means versus technology as a means of communication. It might be difficult to gain 
a comprehensive interpretation without the inclusion of cultural aspects and the inherent 
intertextual references to the cultural memory of France.  
3.1.4	 Intertextual	deconstruction
The poststructuralists concentrate on the process which renders any kind of literary in-
terpretation uncontrollable and open. Like any other text, the literary text is part of an 
immense web of texts, a tiny piece of the entirety of infinite associations. The Bulgarian-
French literary specialist Julia Kristeva (1941- ) refers to it as intertextuality by describing 
horizontal axis connecting the author and reader, and the vertical axis connecting text to 
other texts (Kristeva 1980: 69). The French philosopher Jacques Derrida (1930-2004) alludes 
to it with the term texte general, saying that there is nothing outside of the text (“il n’y a pas 
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de hors-text”60). Derrida speaks of the countless and never-ending processes that produce 
meaning and sense due to the differences between the signs and claims that these process-
es are unstoppable. While structuralism played with the ideas of oppositions as meaning 
builders, Derrida refuses this binary idea of sense making because each act of parole brings 
out new connotations within the texte général. He initiates the concept of “déconstruction” 
not only as the deconstruction of an architectural structure, but as a deconstruction of criti-
cism61.
Jacques Derrida is probably one of the most famous “deconstructors” of opposition 
pairs concerning the text/work dichotomy since texts in general, and the literary text in 
particular, are not groups of signs dealing with oppositions, but a net of traces, hints, signs 
and marks. 
In an almost adamant way, he rejects the idea that philosophical notions and opposi-
tions rule texts, since every text can be read as a literary text, but in the same way, each text 
possesses non-literary aspects and therefore it is impossible to establish a clear distinction 
between readings of a literary text and readings of other textual types. In Acts of Literature, 
Derrida underlines this argument in the following way:
[…] there is no text which is literary in itself. Literarity is not a natural essence, an int-
rinsic property of the text. It is the correlative of an intentional relation to the text, an 
intentional relation which integrates in itself, as a component or an intentional layer, 
the more or less implicit consciousness of rules which are conventional or institutio-
nal – social, in any case. Of course, this does not mean that literarity is merely projec-
tive or subjective – in the sense of the empirical subjectivity or caprice of each reader. 
The literary character of the text is inscribed on the side of the intentional object, in 
its noematic structure, one could say, and not only on the subjective side of the noetic 
act. There are “in” the text features which call for the literary reading and recall the 
convention, institution, or history of literature. This noematic structure is included (as 
“nonreal,” in Husserl’s terms) in subjectivity, but a subjectivity which is non-empirical 
and linked to an intersubjective and transcendent community. 62
In the same way, Derrida deals with the concepts of fiction and/or literature by emphasiz-
ing the fictionality in all types of literature whereas not all types of literature are a part of 
the genre called fiction. He is aware of the problem of terminology and opposition without 
offering a satisfying solution. On the one hand, he suggests finding a new word other than 
fiction, but on the other hand, he does not propose alternatives. He himself claims not to 
“[…] feel at ease either with a rigorous distinction between “literature” and “literary criti-
cism” or with a confusion of the two […].” On the other hand, he “[…] wouldn’t assimilate 
all forms of writing and reading.”63 
60  Jacques Derrida, 1967. De La Grammatologie. 1997. Paris: Éditions de Minuit, p. 227.
61 Jacques Derrida, 1986. Points de suspension, entretien avec D. Cohen (22 mars 1986). 1992. Paris: 
Éditions Galilée, pp.391-392.
62 Jacques Derrida, 1989. Acts of literature. Translated from French by Geoffrey Bennington and Rachel 
Bowlby, 1992. New York: Routledge, p.44.
63 Id., p.52.
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Derrida’s criticism of the philosophical based oppositions within the field of literature 
is doubtlessly justified, especially when it comes to literary hypertexts, even though he is 
aware of the fact that they cannot be eliminated. Deconstruction does not mean to dissolve 
the dichotomies, but it means to analyze them in a critical way, in a “deconstructive” way 
to show that the lesser or weaker part is necessary for the whole existence of the stronger 
part. In that sense, literature is a part of the texte général, which produces “too much sense” 
and can be therefore a threat for the dominating discourse which, then again, is open for 
deconstruction possibilities (Leiteritz 2004: 188). 
The same awareness of the need for a fresh vocabulary is also apparent in the writings 
of the French literary and cultural theorist and writer Roland Barthes (1915-1980), who 
argues that it would be preferable to replace the word “literature” with “writing”, even 
though this replacement is not free of ambiguity. In that case, neither Barthes nor Derrida 
offer adequate means of expressing textual features in a non-equivocal way ready to con-
quer the 21st century. For Roland Barthes, text is the result of multiple writings,
[…] drawn from many cultures and entering into mutual relations of dialogue, parody, 
contestation, but there is one place where this multiplicity is focused and that place is 
the reader, not, as was hitherto said, the author.64
Barthes is referring to the text’s unity as something, which does not lie in its original start-
ing point but in its destination that cannot be situated on a personal level. Barthes’ famous 
claim that “[… ] the birth of the reader must be at the cost of the death of the Author”65 
has been both widely applauded and condemned within the field of literary criticism. If 
we consider hypertext literature allowing the reader to contribute as a co-author in the 
creation of the literary work, Barthes’ famous quotation seems of a visionary quality. Nev-
ertheless, there is always an author or multiple authors, and, as I have already pointed out 
previously, any kind of literary work is dependent on its cultural surrounding, and those 
surroundings also include the author. From Barthes’ perspective, his argument is more than 
justified, because his preference is clearly bound to the concept of the “text”, and not the 
“work”. As I already noted, I consider Une histoire de science fiction as a work, even though a 
main focus is laid on the reader and Barthes’ claim of the “death of the author” is justifiable, 
any kind of textual reception renders it a work: the work performed on it by the reader, the 
work to analyze it. It is a work which is not only composed of several textual chunks, but 
includes pictures, drawings, tables, images and links. For Barthes, the difference between 
text and work is of a different nature, as he argues that the 
[…] Text is not to be thought of as an object that can be computed. […] The difference 
is this: the work is a fragment of substance, occupying a part of the space of books (in 
a library for example), the Text is a methodological field. The opposition may recall 
(without at all reproducing term for term) Lacan’s distinction between ‘reality’ and 
‘the real’: the one is displayed, the other demonstrated; likewise, the work can be seen 
64 Roland Barthes, 1977. Image. Music. Text. Translated by Stephen Heath. New York: Hill and Wang, 
p.148.
65 Id., p.148.
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(in bookshops, in catalogues, in exam syllabuses), the text is a process of demonstra-
tion, speaks according to certain rules (or against certain rules); the work can be held 
in the hand, the text is held in language, only exists in the movement of a discourse 
(or rather, it is Text for the very reason that it knows itself as text); the Text is not the 
decomposition of the work, it is the work that is the imaginary tail of the Text; or 
again, the Text is experienced only in an activity of production. It follows that the Text can-
not stop (for example on a library shelf); its constitutive movement is that of cutting 
across […].66 
Based on these assumptions, text cannot offer a differentiation between good and bad lit-
erature and therefore strongly rejects any idea of a literary hierarchy. In positioning text 
against work, Barthes was among those who helped initiate semiotic and poststructuralist 
approaches to discourse that call for a movement away from works to texts (Sontag 2000: 
vii-xxxviii). In chapter 5, it will be shown that the most famous hypertext theorists and 
researchers, Jay David Bolter (Bolter 1991) and George P. Landow (Landow 1997), refer to 
Derrida’s and Barthes’ concept of text with its dispersion, multiple authorship, and rhizo-
matic structure that uncannily anticipates electronic hypertext. Although I do not agree 
with Barthes’s preference for “text” in relation to my analysis of Une histoire de science fic-
tion, I consider his theories to be excellent contributions to the text/work discourse, which 
had extraordinary influence, next to those by Derrida, on the generation of hypertext theo-
rists. The poststructural and deconstructive contribution to hypertext research will be ex-
tensively covered in chapter 5 of my research. 
3.1.5.	 Discourse	analysis	and	system	theory	as	cultural	work	on	text
Within the discourse analysis of the French historian and philosopher Michel Foucault 
(1926-1984) the ubiquitous difference between literary and non-literary texts no longer 
exists (Foucault 1969: 29-43). Foucault focuses on the interplay between authors, editors, 
public discussions and the media. The role of the media and its function concerning textual 
representation and aesthetics become an important part of the discourse analysis which re-
fers to almost all cultural theories. The new historicism, which finds its counterpart in new 
criticism, deals with the concept of text on a cultural level (“culture as text”67) for which the 
ethnographic works of the American cultural anthropologist Clifford Geertz (1926-2006) 
gained in importance. Geertz’s definition of culture as text is provided in his Interpretation 
of Cultures: 
The culture of people is an ensemble of texts, themselves ensembles, which the anthro-
pologists strains to read over the shoulders of those to whom they properly belong.68
For the new historicists, at odds with new criticism, the discourse runs through all types of 
culture, including the literary one, and they try to re-historicize the texts in their contexts. 
66 Id., pp.156-157.
67 Mark A. Schneider, 1987. Culture-as-text in the work of Clifford Geertz. In: Theory and Science, 16 
(6), p. 809.
68 Clifford Geertz, 1973. The Interpretation of Cultures. 1977. New York: Basic Books, p. 452.
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Louis Montrose coined the expression of the historicity of texts and the textuality of history 
(Montrose 1989: 20) with the intention of undermining the position that texts cannot to be 
understood, as claimed by semiotics, deconstructionists or new criticism, as a context-free 
and autonomous entity, but as entirely embedded in history and social surroundings. For 
the new historicists, texts did not only emerge from their particular historical background 
and gave information about history, but they also influenced and modeled history. The 
text/work concept therefore becomes an important part of cultural theory. All information 
about historical events before the time of television and digital media is entirely based on 
written texts, and what is not written down, simply does not exist in our cultural memory. 
These theoretical approaches to emphasize media as an essential part of literary produc-
tion are of an imperative importance for hypertext literature. Especially new technology, 
significant for my research, has to be considered as a cultural act. Therefore both the in-
terdependency of culture and media as well as the resulting skepticism concerning new 
technologies will be the subject of the next section The World Wide Web and the Internet: Me-
dia, myth, and metaphor – a cultural approach. Media, most notably New Media, are strongly 
connected to communication, and as hypertext literature is dependent on New Media, a 
literary theory connecting literature with communication is of great use. We find well ex-
ecuted approaches to this area in the works of the German linguist, philosopher and media 
specialist Siegfried J. Schmidt (1940) who develops his theory from an analytical point 
of view that considers the literary and communicative processes. According to Schmidt 
(Schmidt 2003), the aesthetic and the polyvalence conditions determine the literary proc-
ess which signifies that all literary action is bound into a social context. Initially, there is 
the creative production by the author, secondly, the result of this production is published 
by the editors, thirdly, the reception of this published work is realized by the readers, and 
finally, the literary critics start their textual analysis and interpretation. 
Cognitive constructivism amplified the text/work discussion by the introduction of the 
so-called “Computermodell des Geistes”. The cognitive possibilities and dispositions of the 
human brain determine the textual understanding which is on the one hand based on 
knowledge already acquired, on the other hand on the special linguistic elements of this 
particular text. This approach is based on the assumption that the reader tends to find a 
satisfying way of reading a text and that it is not the text which carries the meaning, but 
that it is the reader and his cognitive expectations which give a meaning, a type of mental 
model, as Sibylle Moser expresses it (Moser 2004: 235).
Radical constructivism, in contrast to the cognitive constructivism, denies the complete 
concentration on artificial intelligence, brain research and cognition, but underlines the 
importance of the social, cultural, biological and psychological conditions of reality for the 
understanding of a literary text. The important theory of autopoiesis, which was already 
developed within radical constructivism, gained more and more importance within the 
sociological system theory based on the German sociologist Niklas Luhmann (1927-1998). 
His book Die Ausdifferenzierung des Kunstsystems deals with a special type of social system 
within art and its externalization from a specific perspective. Luhmann evolves a socio-
logical theory to explain historical events and the advancement of European art since the 
Middle Ages. He refers in detail to the concept of “social system” and “self-referentiality”, 
alluding to “autopoietic systems” which are operative closed systems with a self-regulat-
ing and autonomous character. Those systems generate by themselves any processes and 
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operations which are necessary for their own continuation. The theory of evolution can 
serve as an explanatory model for the emergence of autopoietic systems, which Luhmann 
explains from an evolution theoretical perspective, and only with tiny corrections of this 
classical “adaptanial” evolution theory (Luhmann 1994: 9).
The term “autopoietic system“69 was originally coined by the Chilean biologists and 
neurophysiologists Humberto Maturana (1928- ) and Francisco Varela (1946-2001) who de-
veloped a pivotal neurobiologist theory of cognition. This particular theory gave space for 
philosophical speculations in the sense of an empirical epistemology qualifying basic on-
tological assumptions and spread over a large number of different fields of research on a 
cultural and literary level.
Luhmann points out that a theory of society should include any kind of social facts, 
regardless of their possible extraordinary or special features, and if we consider art as 
a social phenomenon, this social phenomena will become a part of sociology. The main 
point lays here in the attempt to ex-differentiate (in German: ausdifferenzieren) the artistic 
system from the social system, which had a first breakthrough in the beginning of the 14th 
century during the Italian Renaissance. Luhmann holds the concentration of artistic spon-
sorship responsible for this groundbreaking breakthrough in artistic freedom (Luhmann 
1994: 13). Luhmann basically refers to the European development and ex-differentiation of 
art, indicating the former ornamental or handicraft character of what we now call the prod-
uct of artistic expression. Luhmann’s relevance for my research lays in his system theory, 
which acknowledges the (inter)relationship between humans and the machine, or, as Erkki 
Sevänen aptly expressed:
Machines and automats are often seen as paradigmatic instances of simple systems, 
but there are relatively simple systems in society as well. For example, small and 
well-organised enterprises and administrative institutions could be regarded as simp-
le systems, albeit it is generally held that in society systems cannot be as closed as 
they might be in the mechanical world. On the other hand, usually system-theoretical 
sociologists characterize functional and social systems as open formations. However, 
according to Luhmann (1985a: 555; 1986:620-623; 1995:60), modern functional and so-
cietal systems are open only in the sense that they take energy and information from 
their environment.70
69 Maturana described the history of the word’s origin in the following way: Yet we were unhappy with 
the expression ‘ciruclar organization’, and we wanted a word that would by itself convey the central 
feature of the organization of the living, which is autonomy. It was in these circumstances that one 
day, while talking with a friend (José Bulnes) about an essay of his on Don Quixote de la Mancha, in 
which he analyzed Don Quixote’s dilemma of whether to follow the path of arms (praxis, action) or the 
path of letters (poiesis, creation, production), and his eventual choice of the path of praxis deferring 
any attempt at poiesis, I understood for the first time the power of the word ‘poiesis’ and invented the 
word that we needed: autopoiesis. This was a word without a history, a word that could directly mean 
what takes place in the dynamics of the autonomy proper to living systems. (Humberto R. Maturana 
and Francisco J. Varela, 1973. Autopoiesis and Cognition. The Realization of the Living. 1980. New 
York: Springer, p. xvii).
70 Erkki Sevänen, 2008. The Modern and Contemporary Sphere of Art and its Place in Societal-Cultural 
Reality in the Light of System-Theoretical and Systemic Sociology. A Study of a Sociological Research 
Tradition and its Art-Theoretical Contribution. Joensuu: Joensuun Yliopisto, yhteiskunta- ja aluetietei-
den tiedekunta, p.18.
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Throughout the centuries, the value of production changed rapidly, opening the gates for a 
hierarchical opposition which separated the so-called genius art from the rest of any kind 
of other production. The concept of beauty as a cosmological quality and divine reflection 
stood in defiance of the “simple” concept of decoration and embellishment. As long as this 
distinction existed, a theory of artistic unity was sentenced to death. Luhmann is aware of 
the arbitrary and often misleading interpretations of the terms “social system” and “sys-
tem theory” which had been adopted by the latter representatives of empirical literary 
analysis. The German specialists Gerhard Plumpe (1946- ) and Niels Weber (1965- ), for in-
stance, apply Luhmann’s theories to the field of literature claiming that literature, as a part 
of the postmodern society, is a functional type of communication and thus is to be codified 
(Plumpe & Weber 1993: 9-43). The term “system theory” does not have an unambiguous 
or definite sense of its own; its sense lies in its collective character of incorporating various 
meanings and levels of analysis. For that, a spontaneous and rash adoption of the word 
“system theory” into any kind of sociological, cultural or literary analysis might carry cer-
tain risks without a precise and previous definition of what is really meant when bringing 
the term “system theory” into the text/work discussion. 
As a first orientation, Luhmann suggests differentiating three different levels of analy-
sis that lead then to the question of how a change of paradigm at the level of general system 
theory affects the general theory of social systems, and consequently, he declares that such 
a change of paradigm modulates the general system theory into a theory of general systems 
(Luhmann 1985: 16). After having explained the main differences between the super theory 
(Supertheorie) and the leading difference (Leitdifferenz), this means the difference between 
a theory with universal claims and a theory composed of differences which could control 
or run the possibilities of information processing, Luhmann alludes to the replacement of 
the traditional difference of the whole and the part by the difference between system and 
environment. Within the theoretical description, we can thus come to a difference between 
open and closed systems, and by closed systems only those for which the environment is 
not of any importance. The former theory of the whole and the part can be reformulated 
as theory of system differentiation and thus can be included in the new paradigm. In that 
particular sense, system differentiation is nothing but the repetitive difference of system 
and environment within several systems.
It is striking that literary theories develop more and more in a direction very similar 
to computer theories, as terms like “Computermodell des Geistes”, “autopoietic systems” 
and “functional type of communication” show. Cognitive and radical constructivism put 
the necessary emphasis on cognition and biological processes, a point which will be high-
lighted by one of the most famous hypertext theorists, Jay David Bolter, as I will show in 
chapter 5 of my research. We cannot exist without our brains and neurological structures, 
and if my DNA shows a different disposition of the bases adenine, guanine, cytosine, and 
thymine, the genetic information about how I conceive letters can change dramatically, e.g. 
to the extreme of a dyslexic disability. Any physical action leading to the act of reading is 
determined by my brain and neurological processes which give my fingers the instruction 
to turn the page or to click on the mouse. Likewise, every textual analysis, regardless of the 
methodology, is a product of our brains and conception of reality.
All of the critically discussed literary theories invite one to regard literature from excit-
ing new perspectives, but none of them focused in detail on the medium of literary pro-
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duction, even though some theorists started to include them into their conjectures. Dealing 
with Surrealism on a general scale and Une histoire de science fiction in particular, a meth-
odology focusing on the medium is certainly required. One cannot read, as Jean-François 
Lyotard (1924-1998) might have said, without a body, or, to quote from the science-fiction 
movie The Matrix, the body cannot live without the mind71. In the same sense, this applies 
to the text/work discourse that has developed more and more towards a text/culture dis-
course: Textuality, intertextuality, texte général, text as culture, or hypertext are designa-
tions for the phenomena “text” under particular circumstances, from certain perspectives, 
and show the profound interest and significance of textual research. In this section, I have 
shown the different approaches towards the text/work discourse, justifying my choice in 
favor of the concept of “work” and “culture” various times. 
3.2. the world wide web and the internet: 
 Media, myth, and metaphor – a techno-cultural approach
The introduction of new technology is always accompanied by controversial discussions 
about its sense, credibility, utility, danger, and promise, giving rise to all kind of hopes and 
fears. Whether it be the invention of the automobile, the telephone, the radio, the televi-
sion, aero-planes, the micro-wave, the cell-phone, or New Media (New Media – the most 
recent trend). It is a well known fact that, as soon as a new technology emerges, this new 
tool finds itself on the one hand a big fan base with people praising the revolutionary, fan-
tastic, or simply magical utility of this new technology. On the other hand, the number of 
opponents and critics increases at the same time, condemning the new technology as evil, 
harmful, and destructive for our civilization and culture.
The reference to culture is a popular argument used to show one’s disapproval of new 
technology, but it is precisely the invention and development of technology that can be 
considered as an important attribute for an advanced civilization and its culture in contrast 
to the so-called underdeveloped Third World countries. The European concept of what we 
call a civilization is grounded on the belief that it is technological progress which character-
izes a civilization. The explicit criticism of capitalism, technologies damaging the environ-
ment and the exploitation of precisely those African countries which are often considered 
as underdeveloped countries without culture are strong leitmotivs in Une histoire de science 
fiction and highlight the global idea of culture=technology and underdevelopment=lack of 
technology. 
Any kind of handicraft or art is a form of technology, and art is an essential part of 
culture in general. Without the invention of the canvas and the brush, neither Rubens nor 
van Gogh could have had the opportunity to express themselves in an artistic way. With-
out Gutenberg’s printing machine, the distribution of books and literature would not have 
been made possible, and we would probably still be ignorant of Shakespeare’s work. One 
of the main arguments against computers in our social and cultural life might be one of 
uniformity and homogeneity, but electronic writing on the World Wide Web implies just 
71 Taken from a dialogue between Morpheus and Neo: Neo: I thought it wasn’t real.
Morpheus: Your mind makes it real.
Neo: If you are killed in the Matrix, you die there?
Morpheus: Your body cannot live without the mind.
http://www.ix625.com/matrixscript.html.
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the contrary, as Jay David Bolter calls the printing press ‘the great homogenizer of writ-
ing’72, and that in
[…] the 19th and early 20th centuries, when the canon of literature was often taken as 
the definition of a liberal education, the goal was to give everyone the experience of 
reading the same texts [...]. This ideal of cultural unity through a shared literary inhe-
ritance, which has received so many assaults in the 20th century, must now further suf-
fer by the introduction of a new form of highly individualised writing and reading.73 
The web as a unique cultural technology is thus in the public limelight both of its support-
ers and its critics who label it not only with metaphors, but who also create some mystical 
myth about it. Andrew Herman and Thomas Swiss point out that the
[…] technology of the World Wide Web, perhaps the cultural technology of our time, 
is invested with plenty of utopian and dystopian mythic narratives, from those that 
project a future of a revitalized, Web-based public sphere and civil society to those 
that imagine the catastrophic implosion of the social into the simulated virtuality of 
the Web. Is there any middle ground? […] Whether our imaginings of the Web are 
optimistic or foreboding, however, they are nevertheless indications of what Robert 
Rmanyshyn (1989) has termed the “reenchantment of the world” through the magic 
of technology.74
When the Internet, which got its name from the fact that it is a huge network of intercon-
necting networks, was developed in 1969 by the American Defense Advanced Research 
Projects Agency (DARPA, later ARPA), it was far away from one day becoming a magical 
myth. As a network permitting science to exchange and share data, its purpose lay in sus-
taining the military’s capability to maintain communication during a nuclear engagement, 
and this stable communication was to be assured by a nonhierarchical and widespread 
system. In the 1970s and 1980s, it spread over to the American university campus, allow-
ing access to researchers, scientists, and government employees, excluding commercial 
traffic, where after it was finally fully expanded to everybody by 1994. Changes in policy 
and law, as well the emergence of the hypertext and multimedia system World Wide Web 
(WWW) were responsible for its increasing popularity (King & Grinter & Pickering 1997). 
What today’s user sees while surfing the Internet is not the actual Internet, but the WWW, 
which was originally created in 1990 by the physicists Tim Berners-Lee (1955-) and Robert 
Cailliau (1947-) exclusively for internal use at CERN (Conseil Européen pour la Recherche 
Nucléaire) at Geneva (Gillies & Cailliau 2000).  The WWW and the following develop-
ment of the browser program Mosaic75, and later Netscape Navigator, created at the National 
Center for Supercomputing Applications at the University of Illinois in 1993 for navigat-
72 Jay David Bolter, 1991. Writing Space. The Computer, Hypertext, and the History of Writing. Hills-
dale, New Jersey: Lawrence Erlbaum Associates., p.8-9.
73 Id., p. 8-9.
74 Andrew Herman & Thomas Swiss, 2000. The World Wide Web as Magic, Metaphor, and Power. In: 
The World Wide Web and contemporary cultural theory. New York, London: Routledge, p.2.
75 Cf. NSCA’s development of Mosaic, available at: http://www.ncsa.uiuc.edu/Projects/mosaic.html.
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ing the WWW, contributed greatly to the Internet’s world wide fame and its change into a 
mass medium76. 
While Shields refers to the World Wide Web as a “new world” with “magical quality”77, 
Thomas Fasching denotes it rather as a ”postmodern medium”  because there are equally 
many discussions about the terms “postmodernism” and “internet”, and both are contro-
versial and both are used in an uncontrollable manner (Fasching 1997: 66). With reference 
to the French philosopher Jean-François Lyotard (1924-1998), who does not see consent as 
the driving force behind postmodern science, but dissent, and who considers as the main 
task for any kind of postmodern philosophy the disclosure and uncovering of the totalitar-
ian and repressive character of the ideas of uniformity (Lyotard 1979), Fasching concludes 
that the medium of the Internet, being antitotalitarian without a centralized unity, can be 
named as a postmodern one (Fasching 1997: 66). Postmodern implies the acceptance of 
diversity and plurality, as happens in the nonhierarchical World Wide Web, where every-
thing is differentiated and where the connections are realized in a transversal way, without 
any “divine point of view”, as described by Pierre Levy78. 
This is in clear opposition to the ‘magical’ aspects of the Internet promoted by Shields, 
who claims that ‘digital domains are not spatial, but an effect of indexicality’ from an on-
tological point of view (Shields 2000: 154-155). This sense of indexicality suggests that the 
World Wide Web is a universe to be discovered, which is reflected in the abundant use of 
spatial metaphors about the Web or the Internet, such as “page”, “network”, “superhigh-
way”, “information superhighway”79, “frontier”, or “cyberspace”, etc. In Shields’ opinion, 
these metaphors ‘offer a mythic overview, a totalizing sense; they promise a commanding 
vision of computer-mediated communications processes (Shields 2000: 147), which could 
give us the illusion of being able to master the Internet.
Some critics do not share Shields’ view of these metaphors as mythical ones, they rather 
provide logical explanation models for their emergence and use, like Lance Strate does, for 
example as far as the metaphor of the “superhighway” is concerned:
The metaphor of the superhighway is apropos on three levels. First, it is appropriate 
on the level of technical achievement in which the building of the information infra-
structure is in many ways analogous in cost and engineering to the construction of the 
Interstate highway system. Second, it also may be analogous in that the construction 
of the information superhighway has the same potential for social transformation that 
the Interstate highway system had. And third, its original impetus was provided by 
the military for reasons of national security. In addition, just as the Interstate system 
was looked on as a more efficient replacement to the network of state highways and 
76 A lot of books and articles deal with the history of the Internet and the World Wide Web, but there is 
not much coherence concerning the exact dates of invention, development and release. The Hutchin-
son Dictionary speaks of the year 1969 when the American Defense Advanced Research Projects Agen-
cy started to experiment with it, whereas Lance Strate refers to its beginnings already in 1962. Pfam-
matter dates the development of the WWW to 1989, but the dictionary postpones this to 1990.
77 Rob Shields, 2000, Hypertext Links. The Ethic of the Index and Its Space-Time Effects. In: Andrew 
Herman & Thomas Swiss, eds. 2000. The World Wide Web and Contemporary Cultural Theory. New 
York: Routledge,  p.155.
78 Pierre Lévy, 1996. CyberCulture. In Cyber-Culture.De. cultural life in the cyberspace! available at 
http://www.cyber-culture.de/cyberculture/cyber_pierrelevy.htm.
79 The term “information superhighway” was coined by Al Gore in 1993 (Hügli 1997: 70).
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two-lane back roads, the information superhighway is looked on as a major impro-
vement on an already existing web of computer networks. That web of networks is 
known commonly as the internet.80
Although not every critic explicitly refers to myth and magic while talking about the 
Web and its metaphors, most of them, while describing the concepts of space, spatiality, 
and imagination, include the notion of the Web as something ‘mythical’. Steven Jones, 
for example, rejects on the one hand the idea of the Internet as ‘some kind of futuristic 
“cyberspace”’(Jones 1995: 15), which would embody the idea of myth and magic, but on 
the other hand he calls it ‘more a discontinuous narrative space’, referring to Barlow who 
claimed it to be a ’silent world [where] all conversation is typed. To enter it, one forsakes 
both body and place and becomes a thing of words alone”’. Consequently, Jones draws 
the conclusion that this space turns into an ‘imagined and imaginary space, and thus is a 
narrative both because it is an area of discursive interaction and because it contends, often 
very successfully, for our imagination’ (Jones: 1995: 15).
The question arises as to whether this stands in strong contradiction to the futuristic 
cyberspace he obviously denies at the beginning of his argument. Futuristic visions are as 
much part of imaginations as narrative is, both emerge from our mind, from our fantasy, 
and the metaphors often used are likewise a product of our creativity. The metaphorical 
way of describing the Web or the Internet is explained by the simple fact of their innovative 
character as new cultural technologies. 
A metaphor (gr: metaphora) is the replacement of the verbum proprium, the original 
word, by an immutatio, another one, which shows a functional or imaginary similarity, a 
similitudo, to the first one. As an imaginative use of a certain word, the metaphor portrays 
something or somebody as an object with the intention of illustrating their common fea-
tures and to render the picture or description of it more vigorous. The antique rhetorician 
Quintilian (cf. section 2.2) defined the metaphor as brevior est similitudo, a shortened com-
parison, and he describes it as a “borrower of sense” in his Institutio Oratoria: 
I shall therefore begin with what the Greeks call a metaphor, which is no other than 
the borrowing of a sense; and is the most usual, as well as by far the most beautiful, 
species of tropes. […] They have the almost incredible power of giving a name to 
every thing that exists.81
Metaphors are used to make something more pictorial, thus understandable and compre-
hensible especially in the case of something extraordinary new and abstract, such as the 
world of the World Wide Web and the net of all nets. The use of the metaphors to describe 
this type of New Media is illustrative of this, because they are referring to the natural en-
vironment (web, net), or to already familiar technical settings (highway), and they are far 
from being mythical or even magical. It is the interpretation of the reader that makes them 
mystical, but this spirituality does not lie in the metaphors themselves. Their main purpose 
80 Lance Strate, 1996. Communication and Cyberspace. Social Interaction in an electronic environment. 
Cresskill, New Jersey: Hampton Press, pp.124-125.
81 Quintilian. Quinctilian’s Institutes of Eloquence. Translated from Latin by William Guthrie, 1805. 
London: R.Dutton et al., p.132.
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is to render something complex more accessible for the ordinary human being who might 
not be that well acquainted with computer terminology, but who still desires to know what 
is behind this new phenomena. As a matter of fact, it is a quite common method to introduce 
something new while comparing it to already well known and familiar concepts, experienc-
es, ideas, or objects, to make their entrance to the market easier. On the one hand, extremely 
new features are praised; one speaks of revolutionary inventions to evoke the curiosity of 
the population. On the other hand, it should not be too strange, too incomprehensible such 
that nobody can understand the new wave of technology. Metaphors help to introduce new 
technology, they help to visualize them, and this is precisely the case with the World Wide 
Web and the Internet, but metaphors do not generally tell us something we do not already 
know. The true sense of the metaphor, in my opinion, is to manipulate the audience (readers 
or listeners) to believe in things or persons in the way the metaphor’s creator wants them to. 
The inventors of these metaphors have a certain intention in mind when creating them, and 
the rhetorician, as Arthur C. Danto points out correctly, 
[…] uses the metaphor to drive the hearer’s mind where he wants it to go (which is 
why “metaphor” is not, Derrida notwithstanding, itself a metaphor: it is a matter of 
moving the mind where one wants it to go, which is quite literally what takes pla-
ce). Metaphor belongs to the theory of manipulation, in effect to the politics of the 
mind.82
The metaphor of the web, for example, refers to nature, to the spider in its web, waiting for 
its prey, moving smoothly from one texture to another, in circles, dropping one line, cross-
ing surprisingly to another, getting lost, and finding the track back. In that sense, it might 
be more appropriate to refer to the reader as spider, fishing around for various textures. 
There is nothing mystical about it; it’s a natural process, something one is already familiar 
with from being a child observing the spider in a corner when it is moving around its web, 
like the idea of the net, associated with catching fish. The reader is therefore a predator, 
trying to master the web or the net to catch prey. Take the metaphor of the superhighway: 
A highway, a main road, usually connecting large towns, and usually with many lanes, 
from which one easily turns off. All these metaphors just fit, in the Aristotelian sense of the 
word, and I do not see anything mythical or magical in a spider, or a highway. A spider 
still knows how its web functions, because it built it. The WWW or the Internet are not 
alien developments, they are made with the help of technology, but technology is always 
determined by human beings. It has not just appeared out of nowhere, human being cre-
ated it. It might be right that spaces such as the WWW can give the impulse to imagine a 
different world, to see something spectacular behind something rational, but this does not 
mean that the medium itself is magical or mythical. We have to make a clear distinction be-
tween the objective reality of real man-made technology, and the personal perception of it 
as something magical or mythical in the eye of the user. All the metaphors used to describe 
the World Wide Web or the Internet do not describe these phenomena in a realistic way, 
they are created to make us imagine, and this image is a calculated one:
82 Arthur C. Danto, 1992. Beyond the brillo box. The visual arts in post-historical perspective. Berkeley 
and Los Angeles: University of California Press, p.74.
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[…] metaphors have the logical form of intensional sentences, and that intensional 
sentences as a class are marked by the fact that they involve reference to – and usually 
a characterization of – a representation among their truth conditions. Thus “S belie-
ves that P” has the usual marks of intentionality because it is about P – and not about 
what P itself is about – and as a (sentential) representation, P has what properties it 
has as a specific representation.83 
In that sense, I strongly reject the idea of using quotations such as ‘any sufficiently ad-
vanced technology is indistinguishable from magic’ by Arthur C. Clarke, used as an initial 
introduction by Shields (Shields 2000: 145). The role of technology cannot be denied con-
cerning new creative forms of art, and especially computerized art embodies a wide range 
of new creative possibilities, offering new expressive forms and shapes for old dreams, 
such as morphing for metamorphose, multimedia for art in general, and Virtual Reality 
for the illusion of another world (Schmid-Isler 1998: 304). The invention of new technolo-
gies heralds a new cultural step forward because society and consequently culture will be 
changed.  New technologies not only allow new artistic ways of expression, but they also 
give new shapes and faces to artistic movements already in existence, for example Surreal-
ism, as will be shown in chapter 6 of my research. Computer art or digital art stimulates all 
our senses, multimedia enables us to widen our perception possibilities, thus the role of art 
in New Media will be a constant in the establishment of a specific culture and style, a style 
shaped by corporate identity, hypertextuality and multimediality. 
A large number of the postmodern theorists, such as Jean-François Lyotard, Jean 
Baudrillard, or Arthur Kroker, refer to computer technology as an expressive means of 
postmodern thinking84, and several hypertext theorists allude to postmodernism, post-
structualism, and contemporary critical theory85 as predecessors of digital theory. This 
interconnectivity between technology, myths and culture can be compared to the Greek 
agora, as it is described by James Watson:
83 Id., p.81.
84 This expressive means (computer technology) is not necessarily regarded as a positive means of 
postmodern thinking, as Baudrillard’s comments on computer technology illustrate, e.g. “[…] inside 
every computer is a hidden man being bored” (Baudrillard, Jean, 1990. Cool Memories II: 1987-1990. 
Translated by Chris Turner, 1996. Durham, N.C.: Duke University Press, p. 62); ”[…the day man 
speaks only that single language – the language of computers – he will be beaten.” (Baudrillard, Jean, 
2000. Screened out. Translated by Chris Turner, 2002. New York: Verso, p. 161); “[…] maximum inter-
connectedness brings maximum vulnerability, as in AIDS.” (Baudrillard, Jean, 1992. The Illusion of the 
End. Translated by Chris Turner, 1994. Stanford, California: Stanford University, p. 46.
85 I understand the term ’critical theory’ to mean critically analyzing, interpreting and explaining lit-
erature. I do not use it in the sense of “social theory”, spreading from the Frankfurt School. Their ‘criti-
cal theory’ was a “wide-ranging form of social analysis grounded in Hegelian Marxism and including 
Freudian elements […] and regarded the social system, in Hegelian fashion, as a totality in which all 
the aspects reflected the same essence.” (Raman Selden, Peter Widdowson and Peter Brooker, 2005. A 
reader’s guide to contemporary literary theory. Harlow: Pearson, p.91). Most of the hypertext theorists 
refer to the works by Jacques Derrida, Roland Barthes, Mikhail Bakhtin, Umberto Eco etc. as ‘critical 
theory’ regarding the analysis and understanding of the literary work/text. One has to admit that the 
term ‘critical theory’ is used as often and in as many different ways as the term ‘postmodernism’. This 
certainly contributes to the problems of terminology in the field of hypertextuality (cf. subsection 
5.3.3).    
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It is not too far-fetched to compare the Net to the Greek agora, a place where citizens 
could exercise a degree of power over those that rule them; to see it as capable of trans-
forming the ways we think and act as well as communicate; capable of a profound 
‘makeover’ of the mediapolis, where media and reality mesh and intertwine as never 
before; and where traditional authority structures are challenged and occasionally eva-
ded altogether.86
86 James Watson, 2008. Media Communication. An Introduction to Theory and Process. New York: 
Palgrave Macmillan, pp.280-281.
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4. Cause and consequence 
– the historical development 
of hypertext and Surrealism 
from a paradigmatic view
4.1. tHe HiStoricAL deveLopMent of Hypertext
Although the history of computerized hypertext started in the 1930s, the idea of storing 
information in a similar way to a hypertextual system can be already found in the Mid-
dle Ages, when paper indices and simple bibliographies emerged. Later on, the scholars 
developed bibliographical systems, which were ordered by author and subject. In 1801, 
the Repertorium was born, which was a subject index of the publications of the seventeenth 
and eighteenth centuries, but the most famous collection of information and its updating 
within the non-computerized age is the Index Medicus87 from 1879. 
The history of computerized macrotext started in the 1930s, when the director of the 
United States Office of Scientific Research and Development, Vannevar Bush, created the 
basic concept of hypertext by publishing his pioneering article As we may think88, where he 
introduced the so called memex [memory extender]. Memex can be described as a privately 
mechanized archive and book collection, where an individual could store his notes and 
information with the guarantee of direct and easy access to them. This idea of an easily 
accessible, individually configurable storehouse of knowledge was an attempt to personal-
ize libraries. The memex would save this information on a microfilm, making it available 
then through a comparative system including various microfilms. In his own words, Bush 
describes the memex as follows:
A memex is a device in which an individual stores all his books, records, and com-
munications, and which is mechanized so that it may be consulted with exceeding 
speed and flexibility. It is an enlarged intimate supplement to his memory. On the top 
are slanting translucent screens, on which material can be projected for convenient 
reading. There is a keyboard, and sets of buttons and levers. Otherwise it looks like an 
ordinary desk. In one end is the stored material. The matter of bulk is well taken care 
of by improved microfilm. Only a small part of the interior of the memex is devoted 
to storage, the rest to mechanism.89 
87 Cf. the Index Medicus Chronology online, available at: http://www.nlm.nih.gov/services/indexmed-
icus.html.
88 Vannevar Bush, 1945. As we may think. In: The Atlantic Monthly, 176 (only online available at: http://
www.theatlantic.com/unbound/flashbks/computer/bushf.htm).
89 Id.
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Bush points out that completely new forms of encyclopedias will appear, ready to be intro-
duced in and then amplified within the memex. He illustrates in detail the possibilities of 
working with the memex, showing its importance not only for computer scientists, but for 
all academic researchers:
The owner of the memex, let us say, is interested in the origin and properties of the 
bow and arrow. Specifically he is studying why the short Turkish bow was apparently 
superior to the English long bow in the skirmishes of the Crusades. He has dozens of 
possibly pertinent books and articles in his memex. First he runs through an encyclo-
pedia, finds an interesting but sketchy article, leaves it projected. Next, in a history, he 
finds another pertinent item, and ties the two together. Thus he goes, building a trail 
of many items. Occasionally he inserts a comment of his own, either linking it into the 
main trail or joining it by a side trail to a particular item. When it becomes evident 
that the elastic properties of available materials had a great deal to do with the bow, 
he branches off on a side trail which takes him through textbooks on elasticity and 
tables of physical constants. He inserts a page of longhand analysis of his own. Thus 
he builds a trail of his interest through the maze of materials available to him.90
 
For several reasons, the memex was never built but only imagined and theoretically dis-
cussed, because its ideas were conceived during the Second World War when Bush was 
President Roosevelt’s science adviser and overseer of all wartime research, including the 
nuclear bomb project. The concepts of memex were published after the war, and it was 
intended to present new technological projects in a peaceful society, but in the end it re-
mained just a theoretical analysis. Another reason for the failure of the memex can be found 
in the development of digital computers in the 1940s. In Bush’s view, the take-over of dig-
ital features would only be harmful and destructive and for that reason he refused to in-
tegrate digital features into his project. It is ironic to discover that precisely these digital 
features contribute to the current types of hypertext and global computerization. 
It is not without good reason that Bush can be called the pivotal figure in hypertext 
research, because his pioneering article As we may think demonstrates visionary ideas and 
concepts which bring together different fields of knowledge to multidisciplinary research. 
This article shows the importance of connecting different research fields for better social 
and human development, where technology should be a supporting instrument (cf. section 
6.1 on the abuse of technology in Une histoire de science fiction).
This theoretical approach to hypertext serves as inspiring vision for the next generations 
of researchers, who made their dreams become reality, like Douglas C. Engelbart did by 
inventing the mouse in 1963 at the Stanford Research Institute, USA. As a feature of graphi-
cal user interface (GUI) systems, the mouse is an input device used to control a pointer on a 
computer screen. After having published the essay A conceptual framework for the Augmenta-
tion of Man’s Intellect in 1962, Engelbart developed a full-blown prototype hypertext system 
NLS (oNLineSystem) in 1968, later on renamed as AUGMENT [Augmentation System], at 
the Science Research Institute. At the Fall Joint Computer Conference in San Francisco, he 
demonstrated the mouse, word processing, and on-line networking, technology that could 
be seen as the first step towards the further development of the personal computer at Xerox 
90 Id. 
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PARC. He logged into a 192 kilobyte mainframe computer located 25 miles away in his lab 
at Stanford Research Institute, which can now be considered as one of the most important 
events in the history of Human-Computer interaction at that time. The Augmentation Sys-
tem stresses textual hierarchy and proposes a more flexible view of it. Engelbart proposes 
a different way of thinking to rid us of our outdated concept of a document:
We need to think in terms of flexible jumping and viewing options. The objects as-
sembled into a document should be dealt with explicitly as representations of kernel 
concepts in the authors’ minds, and explicit structuring options have to be utilized to 
provide a much enhanced mapping of the source concept structures.91 
After this first hypertext system, Engelbart went on to develop the Hypertext Editing Sys-
tem on a mainframe computer. This system helped in dividing text into branches and past-
ing branches into the menus, but it failed in the marketplace because of its complexity92. 
In contrast to Vannevar Bush, Douglas C. Engelbart concentrated more on the cognitive 
aspects of problem solutions, and not on imitating human train of thoughts.  
Theodore “Ted” Nelson defined the term hypertext as electronical form of “fully non-
sequential writing“93, which was an innovation because usually information was stored 
in one program without being accessed by different programs because it was impossible 
to make a connection between them. For Nelson, the hypertext lost its function as isolated 
text, because the link connection creates a dialogue between text and further texts or con-
texts, and texts stored in the server could be accessed not only as complete units but also 
in smaller chunks. This vision of hypertext has its roots in Nelson’s early train of thought 
concerning the cognitive reading process: 
There was always something wrong with that because you were trying to take these 
thoughts which had a structure, shall we say, a spatial structure all their own, and put 
them into linear form. Then the reader had to take this linear structure and recompose 
his or her picture of the overall content, once again placed in this nonsequential struc-
ture. You had two it seemed – and now I’m reconstructing because I don’t know how 
explicitly I thought this out as a youth – you had to take these two additional steps 
of deconstructing some thoughts into linear sequence, and then reconstruction them. 
Why couldn’t that all be bypassed by having a nonsequential structure of thought 
which you presented directly? That was the hypothesis – well the hyperthesis really – 
of hypertext, that you could save both the writer’s time and effort in putting together 
and understanding what was being presented.94 
91 Douglas C. Engelbart, 1995. Dreaming of the future. In: BYTE Magazine, Vol. 20 (9), p.330.
92 At this time, the system for processing data was batch processing, where only few or no operator 
interventions were allowed. In contrast to the interactive computing which provides data while the 
program is running, batches of data had to be prepared in advance.
93 Many hypertext researchers and/or computer scientists refer to the year 1965 in which Nelson coined 
the term hypertext. Cf. e.g. Hugh Dubberly’s article “Hypertext: The Future of Writing and Designing 
with Computers”, originally published in AIGA Journal of Graphic Design, Volume 6, Number 4, 1989, avail-
able at: http://www.dubberly.com/articles/hypertext-the-future-of-writing-and-designing-with-computers.html.
94 Orality and Hypertext: An Interview with Ted Nelson, by Jim Whitehead (1996),  available at: http://
www.ics.uci.edu/~ejw/csr/nelson_pg.html. 
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Nelson is responsible for the global electronic publishing project called Xanadu, an alter-
native proposal for a computer universe, which is “an ongoing design prospectus geared 
toward establishment of a peaceable kingdom of ‘intertwingled’ and computerized text 
on earth“ (Joyce 1995: 23). The name Xanadu is taken from Coleridge’s Kubla Khan and 
Nelson describes it in his Literary Machines95 as a “magic place of literary memory“96. Xa-
nadu would be a real global hypertext system, a universal archive for all kind of texts 
ever written. For that reason, Xanadu is based on a combination of local and distributed 
databases, which allows one to reach from one part of a document to any other part of 
a different document97.  Due to the possibility that readers could be connected to older 
text versions, this system could never allow text to be erased, when even newer versions 
of one document existed, thus every single day millions of new bytes entered Xanadu 
without taking storage space from older versions. Nelson is aware of certain copyright 
problems in even one online system like Xanadu, and thus suggests changing the law to 
allow general access at any time.98
Nelson points out that this project has always been more ambitious than the creation 
of the World Wide Web: 
[…] proposing an entire form of literature where links do not break as versions chan-
ge; where documents may be closely compared side by side and closely annotated; 
where it is possible to see the origins of every quotation; and in which there is a valid 
copyright system – a literary, legal and business arrangement—for frictionless, non-
negotiated quotation at any time and in any amount.99 
This Xanalogical literary structure is composed of two complementary forms of connection, 
the content links or survivable deep linkage, and transclusion or visible re-use, which contrib-
ute to a unique symmetrical connective system of text.100 The aim of this project is to offer a 
deep-reach electronic literary system for worldwide use and a differently-organized general 
system of data management. 
The work on it started in 1960, and in Dream Machines, published in 1974, he declared 
Xanadu ready for release by 1976, but it is still struggling to reach the market, decades 
after its conception. When Autodesk bought the Xanadu Operating Company in 1988, the 
development of Xanadu was given a large boost, and as Nelson announced in an article 
published in BYTE in January 1988, Xanadu would be completed by 1991, but in the end 
it was never completed. Nonetheless, the intellectual concepts which Xanadu offers have 
exerted an enormous force on the evolution of hypertext systems, showing the connection 
between literature and computer science.
95 Literary Machines , published in 1982, is Ted Nelson’s exploration of Project Xanadu.
96 Cf. section 3.2. about the media-mythical character of the web.
97 Jacob Nielsen, 1996. Multimedia, Hypertext und Internet. Grundlagen und Praxis des elektronischen 
Publizierens. Braunschweig, Wiesbaden: Vieweg & Sohn Verlagsgesellschaft mbH, p.38. 
98 The legal aspects of the Internet are well highlighted in Susan J. Drucker, 1999. Real Law@Virtual 
Space. Regulation in Cyberspace, Cresskill, New Jersey: Hampton Press.
99 Theodor Holm Nelson, 2000. Xanalogical structure, needed more than ever: Parallel Documents, 
Deep Links to Content, Deep Versioning and Deep Re-Use. Available at: http://www.xanadu.com.au/
ted/XUsurvey/xuDation.html.
100 Id.  
50
An important role is played by a series of hypermedia systems developed at Brown 
University between 1968 and 1991, which can be seen as a highly productive theoretical 
phase of windowed and interconnected worlds of knowledge. The first functioning hy-
pertext system of the world, the “Hypertext Editing System“ [HES], was created by the 
graphics specialist Andries van Dam in 1967, which was sold by IBM to Houston Manned 
Spacecraft. One year later, FRESS [File Retrieval and Editing System], the successor of HES, 
was constructed and also implemented on an IBM computer.
In the 1970s, a better hardware was constructed, but the slow-response terminals were 
still too inadequate for comfortable use and it failed to gain commercial success again, 
although systems like the ZOG101 from the Carnegie-Mellon University showed interesting 
innovations for supplying users with the possibility of interacting with programs through 
a menu-selection interface. The Knowledge Management System [KMS] followed the ZOG 
system and was developed between 1972 and 1985. One of the first versions presented a 
menu-select interface to a few computer programs, whereas a 1983 version was installed in 
a nuclear-powered aircraft carrier with the aim of encouraging interactive management of 
complex tasks. Frames are the basis of KMS, where each one is a textual unit, leading on to 
other frames. The 1970s were characterized by a lot of visionary ideas, but at that time the 
technical circumstances did not respond to the hard- and software needs, which changed 
dramatically in the 1980s, 1990s and the first years of the new Millennium. These visionary 
ideas, conceived and developed over half a century, could finally be realized due to the 
scientific advances within computer technology. 
Owing to this preliminary work, the emergence of digital literature was made possible, 
a type of literature with hypertextual structures because 
A hypertext is constructed partly by the writers who create the links, and partly by 
readers who decide which threads to follow.  Unlike printed texts, which generally 
compel readers to read in a linear fashion – from left to right and from top to bottom 
of the page – hypertexts encourage readers to move from one text-chunk to another, 
rapidly and non-sequentially. Hypertext differs from printed text by offering readers 
multiple paths through a body of information: it allows them to make their own con-
nections, incorporate their own links, and produce their own meanings. Hypertext 
consequently blurs the boundaries between readers and writers.102
Let me differentiate between the two main types of hypertext, the microtext and the mac-
rotext. The Augmentation System, developed in the 1960s, can be judged as the first mi-
crotext system, followed by HyperCard, which appeared in the late 1980s, having explicit 
links among its components. Although HyperCard does not conform to the rigorous defi-
nition of hypertext, this computer application, developed for the Apple Macintosh, can be 
seen as the first widely-popular microtext system. 
Nodes, links and attributes are the components of hypertext (cf. section 4.2), forming 
an object-oriented approach to database. Nodes are the atomic information units of hy-
pertexts, which are connected in a non-linear way via links. Nodes are devices connected 
101 The word ZOG is neither an abbreviation nor has it a special meaning. It was just chosen because it 
is short and easy to remember.
102 Ilona Snyder, 1998. Beyond the hype: reassessing hypertext. In: Ilona Snyder, ed. 1998. Page to 
Screen. Taking literacy into the electronic era. London: Routledge, pp.126-127.
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to a Network and can contain arbitrary data such as text or images, while links describe 
the relationship between two nodes and can be seen as the soul or essence of any kind of 
hypertext, in contrast to the attachments to nodes and links, the so-called attributes. Roy 
Rada described the network of microtext as a:
 
[semantic net]. Semantic nets are a model of memory. […] The semantic net of micro-
text may be independent or embedded. In the independent case, the nodes and links 
are tagged with concepts represented by terms (Collier, 1987). Each node of the net 
points to text blocks, but the links between nodes can be seen without necessarily 
seeing the text blocks. In the embedded case a document chunk is at the end of a link 
[…]. In traversing an embedded semantic net microtext, the user has to visit a text 
block[…].103
Microtexts offer a range of different writing systems, such as KMS, NoteCards, Hyper-
Card, and Intermedia. While the KMS user interface is based on the direct manipulation 
paradigm, where any kind of link can be used and is thus emphasising hierarchical links, 
NoteCards are mostly used by researchers and authors because of their authoring system 
for creating and modifying networks of cards. NoteCards serve as an editing and browsing 
aid on an electronic generalization of the paper notecard. Intermedia is a writing system 
which helps to make the production of graphical microtext and filtering of text links easier, 
and examples of powerful editing systems are Emacs, Guide, HyperTies and Drexel Disk. 
Microtext thus supports browsing of a single document, offering explicit links among the 
textual components, in contrast to macrotext [Large Volume Hypertext], which empha-
sizes the links that exist between many documents. 
The memex can be seen as the first macrotext project, although it remained theoretical. 
The first practical realization occurred in the 1960s, when the National Library of Medicine 
in the United States of America created a major macrotext system, which now contains 
millions of biomedical articles. Rada stresses the growing ease of access to macrotext via 
telephone lines and time-sharing computers during the 1970s: 
There were over 300 bibliographic retrieval systems by the late 1970s, storing tens of 
millions of citations and receiving millions of queries each year. Access to these data-
bases was made available in the United States largely through commercial suppliers. 
[…] In the 1980s optical disks became available. An optical disk is a few inches in dia-
meter and the thickness of cardboard, yet one such disk can hold a thousand million 
bytes of information.104
The advantages of a computer macrotext system in comparison to a paper system are obvi-
ous, because the search is easier and faster as a result of various access points which exist 
for each document. The main difference between microtext and macrotext are their use of 
searching and browsing, microtext favoring browsing in contrast to macrotext’s search-
ing.
103 Roy Rada, 1991. Hypertext: from text to expertext, London: McGraw-Hill Book Company, pp.35-36.
104 Id., pp.71-72.
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A quite important innovation within the field of macrotext systems is the IDEX sys-
tem, a combination of macrotext with microtext, providing the user with the possibility to 
search via thesaurus, and by author, title, and date of publication. 
The way of presenting any kind of information is dependent on an universal language, 
a layout language which converts abstract forms of text into concrete visualization. To 
be understood by everybody, standards of logical document structure become utterly es-
sential within the electronic information exchange, like the SGML and ODA. SGML is the 
abbreviation for Standard Generalized Mark-up Language, which is an 
International Standards Organization standard describing how the structure (featu-
res, such as headers, columns, margins, and tables) of a text can be identified so that 
it can be used, probably via filters, in applications such as desktop publishing and 
electronic publishing. HTML and VRML are both types of SGML.105 
It was officially published in 1986, and is based on the concept of not regarding the physical 
presentation of a document, such as font and style, but the generic mark-up of its logical 
structure. Its syntax is composed of tags, formatting commands telling a browser:
[...] how it should display an element in a Web page or other document. In HTML, 
tags are separated from text by angle brackets and travel in pairs: one for on and one 
for off. <whisper>The same technique is used for effect in geeky e-mail </whisper>.106
The Office Document Architecture (ODA) can be seen as an extension of SGML, applying 
simultaneously a logical and a layout structure.
4.2.   tHe coMponentS of Hypertext
Hypertext is a multi-dimensional text, presenting information in a non-linear way, and it is 
composed of the following constituents: nodes, which are the smallest units of information, 
links, which realize the connection between the nodes, views, which serve as orientation 
possibilities, and navigation, which are the elements leading and directing the individual 
reading paths. 
Nodes, which are sometimes specified in chunks, items, representational cards, infor-
mation blocks, or items, form the hypertextual basis, which is structured through elabo-
rate linkage systems. René Pfammatter distinguishes between hierarchical and referential 
linkage systems, the former is composed of trees assuring the author maximum control, 
whereas the latter restricts the author’s control in favor of maximum freedom for the read-
er. In the practical use of hypertext, these two different linkage systems are combined, 
and thus emphasize distinctive features. The logical structure of hypertext is represented 
through the hierarchical connections, whereas the associative cross-references between the 
information units are realized via the referential connections (Pfammater 1998: 55). These 
connecting systems are based on links, which are images or items of text in a WWW docu-
105 The Hutchinson dictionary of Computing, Multimedia and the Internet (1999),  Oxford: Helicon, 
p.244.
106 Id., p.264.
53
ment that lead to another Web page or file on the Internet. One can distinguish between 
three different link types: The sequence link showing a linearity between two text blocks, 
the outline link going from an outline to the beginning of a section which elaborates on 
that portion of the text and the reference or citation link. Pfammatter furthermore classifies 
links by their intra-, inter-, and extrahypertextual qualities, with reference to their point of 
origin (anchor, reference, hot word, button, link source) and their destination (reference 
point, link region, link destination). Further linkage is made possible through node-to-
link, point-to-node and point-to-point connections, as Pfammater describes the connecting 
system (Pfammater 1998: 56-57).
As Rob Shields pointed out correctly, hypertext links are often neglected by critics even 
though they are fundamental for navigational processes and also for the constitution of 
webpages themselves (Shields 2000: 145).  He refers to them as “rhetorical devices” which 
“might turn entire sentences into minimalist prose where links are not just further reading 
but more conscious modifications and reflections back on the original statement”. They are 
responsible for the immense connectivity within the net and among hypertext documents, 
allowing the reader to leave a webpage and to return to it, to jump within one hypertext 
document or to jump from one to another in the vastness of the Web. The fundamental 
nature of a link is his “Janus-Face”, his 
 
[…] double function, as a sign that is a seamless part of a page or text and as an in-
dexical sign that flags and indicates. This two-sided quality makes the link a liminal 
sign, an element that is “betwixt and between”. This is not only a question of the 
ambiguity of the hypertext reference as a symbol of “between-ness” or a threshold 
condition to another text or webpage; it is the double ambiguity of an exterior and 
threshold elements made internal to a page. For this reason, links cannot be treated 
as merely thresholds or passages to other pages. The link is both a part of the text and 
an index caught on the threshold of departure, signaling to another page or text. It is 
paradoxical because it appears to be an interior gateway. To indulge in an architec-
tural metaphor, it is less a portal to the outside and more like a hidden passage in a 
building – a door to the inside, which leads out somewhere else, reinforcing a sense 
of self-sufficient totality. Ambiguity thus becomes mystery in the absence of a span 
across clear categorical divisions.107 
Nancy Kaplan alludes to links as interferences into and interruptions of the cognitive activ-
ity of reading by pulling the reader’s attention away from the particular text passage (Kap-
lan 2000: 222). She observes the important difference between the link itself, invisible to the 
reader of a hypertext document, and its visible representation. “These visible elements are 
sometimes called ‘hot words’ or ‘hot links’ or, in Michael Joyce’s evocative phrase, ‘words 
which yield’ (1990) (Kaplan 2000: 223). A better term might be ‘link cues’. A link cue, as 
its name suggests, prompts or invites the reader to activate the link whose visible sign it 
constitutes”. 
107 Shields (2000), p.151.
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By clicking on the different link cues, the reader is allowed to move in a flexible way 
through or among the documents, and a well established link system is a guarantee of any 
kind of high-quality hypertext. The hypertextual structure is a huge network composed of 
nodes and links, but most of the current hypertext systems restrict themselves to unidirec-
tional connections, which means that they can show the user all the outgoing connections 
from one node, but not the incoming ones. Owing to the fact that everybody who is in 
possession of a computer, equipped with the necessary soft- and hardware, and connected 
to the Internet is able to create links leading to a webpage in cyberspace, it is clearly un-
feasible to display all the existing connections leading to this particular webpage. Nicholas 
C.Burbules refers to links as elemental structures which represent “a hypertext as a semic 
web of meaningful relations” (Burbules 1998: 105), whereas, concerning the ontology of 
the World Wide Web, Rob Shields argues that ‘links always disrupt the static quality of 
a webpage; they move us away to other pages, or up and down’ and that ‘Webpages are 
not browsed as static texts, but in motion,’ and that ‘[…] [this] sense of mobility lies in the 
nature of the bricolage of elements and of hypertext links as “indexes” – semiotic pointers 
to a fuller presentation’ (Shields 2000: 146).
The main strength of any kind of network lays in its connectivity, a connectivity guar-
anteed by means of the linkage system which ties several elements together. Shields refers 
further to the role of the link within linguistics and hypertext fiction, pointing to the fact 
that 
  
[…] [in] the terminology of linguistics, the link plays a conjunctive role, binding toget-
her disparate ideas in digital prose. This seems self-evident enough, and yet for some 
reason the critical response to hypertext prose has always fixated on the disassociative 
powers of the link. In the world of hypertext fiction, the emphasis on fragmentation 
has its merits. But as a general interface convention, the link should usually be un-
derstood as a synthetic device, a tool that brings multifarious elements together into 
some kind of orderly unit108. 
Nancy Kaplan also stresses the role of the link in the act of reading, emphasizing that as a 
result of their double action of “contributing to meaning both locally (within a node) and 
globally (within a larger hypertext) […] link cues blur the distinction between the work 
and the interface, between content and container” (Kaplan 2000: 224).
4.3. tHe HiStoricAL deveLopMent of SurreALiSM
1924 can be considered the official year of the foundation of the Surrealist movement. In this 
year, both the Bureau of Surrealist Research (Bureau de recherches surréalistes) was opened 
in Paris, 15, rue de Grenelle, and the first Surrealist Manifesto (Manifeste du surréalisme) by 
André Breton was published. In this year, the first important Surrealist publications in the 
field of literature, culture and the Arts in general were published: 
108 Id., p.152.
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21st of June: “Hommage à Pablo Picasso” in Le Journal littéraire (signed by 
Breton and his friends)
10th of October: Opening of Bureau de recherches surréalistes at 15, 
rue de Grennelle 
15th of October: Manifeste du surréalisme by Breton
18th of October: The pamphlet Un Cadavre (written by Breton, Aragon, 
Elouard, Soupault et al.) about Anatole de France
October: Une vague de réves by Louis Aragon, first published in 
Commerce (2)
1st of December: La Révolution Surréaliste (journal published by 
Pierre Naville and Benjamin Péret)
Further Surrealist works, all published in 1924, comprise Breton’s Les pas perdus, Aragon’s 
Le Paysan de Paris (only partly), Benjamin Péret’s Immortelle maladie, Max Ernst’s Deux en-
fants sont menacés par un rossignol, André Masson’s Dessins automatiques, Man Ray’s Le Violon 
d’Ingres, Roger Vitrac´s Les Mystères de l’amour, drame surréaliste, and the final issue of Lit-
térature in June 1924 (Schneede 2006: 218-219).
And finally, yet importantly, it was in 1924 that the Surrealists presented their own 
ideological program and artistic productions independent of the Dadaist movement. The 
connection and interdependence between Surrealism and Dadaism is always highlighted 
by the critics, for example Hans-Joachim Lope refers to it as the “Dadaistic-Surrealist cul-
tural revolution” (Lope 1990: 331) claiming that the Surrealists’ roots lay deeply in Dada-
ism (Lope 1990: 332). Dadaism is widely seen as the starting point for Surrealism (Spies 
2003: 34), but it would be wrong to consider the emergence of Surrealism solely a result of 
Dadaism. It was rather a parallel movement to Dadaism, but strongly influenced by it, or, 
as Maurice Nadeau says:
(…) der Surrealismus des Dadaismus bedurfte, um überhaupt entstehen zu können, 
sich jedoch anderseits vom Dadaismus lösen mußte, sofern er als Surrealismus über-
leben wollte.109 
My own translation:
Surrealism needed Dadaism to develop properly, but it needed to separate from Da-
daism to survive as Surrealism.
The intentions and beliefs of the Dadaists and Surrealists were quite different, and the Sur-
realists certainly needed the Dadaist movement to clarify their own ideas and aims and to 
prepare the way for Surrealism, as Dadaism was an essential drive for the emergence of 
Surrealism. It was on the 8th of February 1916, in the middle of World War I, when the Ru-
manian poet Tristan Tzara, the German Richard Huelsenbeck and the Alsatian Hans Arp 
founded the Dadaist movement in the Swiss town of Zurich. Due to its nonaligned status, 
Switzerland attracted a lot of emigrants who considered particularly Zurich as an adequate 
place of refuge (Gascoyne 1982: 25). Tzara, Huelsenbeck, and Arp, among other emigrants, 
109 Maurice Nadeau, 1945. Geschichte des Surrealismus. Translated from French by Karl Heinz Laier, 
2002. Reinbek bei Hamburg: Rowohlt Taschenbuch Verlag GmbH, p.37.
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condemned the devastating World War I as a dreadful consequence of an inhuman abuse 
of technology caused by a callous emphasis on rationality. The explicit negation of politi-
cal leadership, science, philosophy, art, literature, civilization, and culture was grounded 
in their belief that all of them, as institutions or human representatives, had contributed to 
the situation at that time. They reproached the politicians firstly for not having avoided the 
war, and secondly for still keeping it alive at the cost of the lives of thousands of innocent 
people. They disapproved of scientific research and development because the resulting in-
novations only served one purpose: war and destruction. They despised philosophy for the 
emergence of positivism and rationalism, loathed the arts and literature which they saw as 
pure propaganda for maintaining the war and for fanning the flames of hostility. Conse-
quently, culture and civilization were two terms which the newly founded group in Zurich 
no longer judged applicable to the world in which they lived. The world had deprived 
itself of any sense, thus why should they take it seriously any longer? And what other than 
destruction could they oppose in a senseless world, a world they could no longer trust in 
(Benjamin 1929: 29)? 
It is in this train of thought that the very roots of Dadaist thinking are grounded: Dis-
respectful, provocative, senseless, mocking, and destructive attitudes seem to be the only 
way to render this world ridiculous, revealing its incredibility. For this reason, in a ca-
pricious mood, this group of young people gathered together in Zurich, in the “Caba-
ret Voltaire”, arbitrarily opened a dictionary and just picked out a word to become the 
name of their movement. This word was DADA110. Some months later, Tzara published his 
“Première aventure céleste de Monsieur Antipyrin”, which aroused a wide public interest 
for the ostensible absurdity of juxtaposed words. From this time on, Dadaist events, publi-
cations, and formations spread over Europe attracting international attention. In 1917, the 
first edition of the periodical “Dada” was published and the “Galerie DaDa” was opened 
in Zurich, Picabia published the first four issues of the periodical “391” in Barcelona, and 
Huelsenbeck founded a Dadaist movement in Berlin. One year later, in 1918, another one 
was founded by Max Ernst and Johannes Theodor Baargeld in Cologne, other periodicals 
were published in Berlin, Tzara publicized his “Manifeste Dada”, more events and exhibi-
tions took place in Germany and Switzerland, and finally a group of young French artists 
became aware of the Dadaist’s triumph in Europe. 
In 1919, these French poets, Louis Aragon, André Breton, and Philippe Soupault, who 
worked as editorial journalists for a small literary periodical called “Littérature”, embraced 
the challenging ideas of the new movement and accepted Tzara enthusiastically when he 
moved to Paris. Like Tzara, those French poets refused the given norms by society and were 
eager to create L’esprit nouveau, the new spirit, and they already, “months before Tristan 
Tzara brought Dadaism to Paris […] applied automatic writing to literature and composed 
the series of narratives known as Les Champs magnétiques”111. Due to his work in a neurolog-
ical ward, André Breton got acquainted with the works of Sigmund Freud and Pierre Janet 
110 Dependent on the source, other anecdotes regarding the choice of name are provided: some believe 
it was the name of one of the fellow’s dog; others are sure that one of the striptease or burlesque danc-
ers was called Dada; others are simply convinced that those involved had been so drunk that they 
could no longer speak properly and thus just babbled “Dada dadada Dada”.
111 Theresa Papanikolas, 2003. Towards a New Construction: Breton’s Break with Dada and the For-
mation of Surrealism. In: Raymond Spiteri and Donald LaCoss, eds., 2003. Surrealism, Politics and 
Culture. Aldershot, Hants: Ashgate Publishing Limited, p. 37.
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which would become one of the strongest influences in the early phase of Surrealism. His 
encounter with Jacques Vaché had already made him sensitive to the power of scandal and 
provocation (cf. section 6.11). The friendship between Breton, Louis Aragon and Philippe 
Soupault already had begun in 1917, and was founded on their common disapproval of 
literary production at that time. Their desire was to create a new type of literature for which 
reason they founded the journal Littérature in 1919, which served as a mouthpiece for pro-
tosurrealist texts, such as Les Champs magnétiques by Breton and Soupault, and as a critical 
organ concerning French canonized literature. 
In 1920, Littérature started to focus on the impulses brought by the Dadaists, and thus 
became a collaborative work of these French poets and Tristan Tzara. It was not the only 
collaborative project in this year: The Bulletin Dada, released in 1920, was a collaborative 
work of Aragon, Breton, Cravan, Dermée, Duchamp, Eluard, Ribemont-Dessaignes, and 
Tzara, showing that everybody can be a writer and/or a journalist because Dadaism is open 
to everybody who shares the basic assumptions of its founders.  But when the Dadaist 
ideas became more and more famous, the heterogeneous group around Tzara started to 
split up owing to more and more divergent views on the aim of their actions. For Tzara 
and the hardcore Dadaists, the senseless destruction of the established order already suf-
ficed and satisfied their purposes, whereas Breton and his friends realized the necessity of 
more constructive actions to free the way for new perceptions within the arts and culture. 
This conflicting interest lead in the following two years to the definitive break up with the 
Dadaist group. In 1922, Littérature was no longer a joint collaboration with the Dadaists, 
but served as an organ for the movement which was developed within and alongside the 
Dadaist movement: Surrealism. From this point on, the two movements went their separate 
ways, only collaborating occasionally, and after the publication of Breton’s Manifeste du sur-
réalisme in 1924, most of the remaining members around Tzara joined the Surrealists’ group. 
Hans Richter even calls it an act of cannibalism:
Surrealism devoured and digested Dada. Similar cannibalistic methods are by no me-
ans rare in history and as Surrealism had a strong digestion, the qualities of the de-
voured were transferred to the invigorated body of the survivor. So be it!112
It is precisely in this concept of group where the clear distinction between Surrealism and 
other Avant-garde movements can be detected, and Elisabeth Lenk even calls the Surrealist 
group an ‘aesthetic collective’ (Lenk 1971: 337). This attitude becomes very clear in Breton’s 
first Manifesto where he lists all the group members (cf. Introduction). 
In contrast to the Dadaist method of choosing the name for Dadaism, the Surrealist 
method was molded by critical threads of how their movement should be named. Unlike 
Dadaism, whose name was fresh and new, the Surrealists needed the backup of poets who 
were already famous and admired. Breton had already used the term Surrealist in 1920, 
with reference to Guillaume Apollinaire who originally coined the word Surréalisme in 
1917. Even though the Surrealists felt a deeper inclination to use the meaning given by 
Nerval of Supernaturalism, they chose Surrealism as hommage to Guillaume Apollinaire, 
one of their greatest inspirations and idols:
112 Hans Richter , 1964. Dada Art and Anti-Art. Translated from German by David Britt. 2007. London: 
Thames & Hudson, p.194.
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En hommage à Guillaume Apollinaire […] Soupault et moi nous désignâmes sous 
le nom de SURRÉALISME le nouveau mode d’expression pure que nous tenions à 
notre disposition et dont il nous tardait de faire bénéficier nos amis. […] sans doute 
aurions-nous pu nous emparer du mot SUPERNATURALISME, employé par Gérard 
de Nerval dans la dédicace des Filles du Feu. Il semble, en effet, que Nerval posséda à 
merveille l’esprit dont nous réclamons, Apolllinaire n’ayant possédé, par contre, que la 
lettre, encore imparfaite, du surréalisme et s’étant montré impuissant à en donner un 
aperçu théorique qui nous retienne.113
My own translation:
In homage to Guillaume Apollinaire […], Soupault and I coined the new mode of 
pure expression which we had at our disposal and which finally can pass on to our 
friends, by the name of SURREALISM. […] of course, we could probably have taken 
over the word SUPERNATURALISM used by Gérard de Nerval in his dedication to 
the Filles de feu. It appears, in fact, that Nerval wonderfully possessed the spirit with 
which we claim a kinship, Apollinaire having possessed, on the contrary, naught but 
the letter, still imperfect, of Surrealism, having shown himself powerless to give a valid 
theoretical idea of it. 
In my opinion, this quotation offers a brilliant summary of one of the most intriguing char-
acteristics of Surrealism: the need to back up its theories with the help of literary predeces-
sors or adored personalities. On the one hand, as I will show in the following chapters, the 
Surrealists were never tired of putting themselves in the line of worshiped ancestors. But 
adoration, veneration and praise of their idols did not prevent them, on the other hand, to 
claim their own originality, an originality, which lead them, in the following years, often 
to the complete denial of those ancestors. This Surrealist paradox, as I like to call it, can be 
clearly seen in the chosen quotation above. Breton starts with unambiguous admiration 
for Apollinaire, but then alleges that he does not possess l’esprit but only la lettre, and even 
then an imperfect lettre. 
The year 1924 can be seen as one of the first climaxes of Surrealist productions, prov-
ocations, and popularity, even though their founders did not intend to introduce their 
movement as a groundbreaking artistic wave, but as a way of knowledge gain and new 
perceptions (Nadeau 2002: 50). In 1924 and 1925, the following artists joined the Surreal-
ist movement, some of them remained only for a short period of time, and others became 
permanent members throughout the years: Maxime Alexandre, Arp, Antonin Artaud, P. 
Brasseur, de Chirico, Duhamel, Max Ernst, Klee, Leiris, Mathias Lübeck, André Masson, 
Miro, Pablo Picasso, Prevert, Raimond Queneau, Man Ray, P.Roy, and Tanguy (Lévêque 
1992). This short list of these new members exemplifies the heterogeneous character of the 
Surrealist movement which encompasses a multitude of artistic fields, including poetry, 
theatre, literature, photography, cinema, painting, philosophy, etc. Surrealism as such was 
not a uniform group of people and was very far away from having a clear and commonly 
shared concept of what should be done after their destructive actions concerning the arts 
in general. Most of their publications at that time were still therefore targeted at the estab-
lishment and bourgeoisie without offering clear alternatives on a social or political level 
(Rosemont 1978: 1-5).
113 André Breton, 1924. Manifestes du surréalisme. 1991. Paris: Gallimard, p.35.
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In the following years, their works were highly celebrated in exhibitions, their literary 
productions were accepted with pleasure, and their public appearances became notorious. 
Countless anecdotes tell of their verbal and sometimes physical provocations, for example 
their aggressive, outrageous and anti-patriotic behavior at the banquet in honor of Saint-
Pol-Roux in July 1925, which hit the headlines. What started as a lively party, escalated 
into a disaster in which the Surrealists celebrated Germany and the Rif tribes of Morocco, 
mocking the French nation at the same time. Their ardor for Germany was rooted in the 
French hostility towards Germany as the hereditary enemy, and everything served the 
Surrealists’ purpose of denying this hated bourgeois thinking (Nadeau 2002: 92-93). In ad-
dition to that, some of their members were Germans, co-founders of the Dadaist movement 
and dedicated members of the Surrealist movement. The Surrealist group, as pointed out 
above, did not know any geographical or national borders, it was not limited to a certain 
country or language community. Their passion for the Rif tribes of Morocco was grounded 
in the strong rejection of political oppression for they regarded Abd-el-Krim, the leader of 
the Rif tribes, as the representative of a freedom-loving nation. Considering that most of 
the French intellectuals were against the rebels, and that the Surrealists were against the 
predominant intellectual life in France, their support for Abd-el-Krim was only logical. 
The anarchist pamphlet La revolution d’abord et toujours, a joint manifesto of the Surreal-
ists together with the editors of the Marxist journal Clarté, underlines their anti-patriotic 
position, their struggle against war, and capitalism. Thus the rise of Surrealism within the 
cultural field, including the opening of the Galerie Surréaliste, the founding of the Théâtre 
Alfred Jarry, and the formation of a Belgian Surrealist group, was accompanied by the emer-
gence of a strong left-wing bias and political support for the communist party among the 
Surrealists. Due to their growing political consciousness, the intensive study of communist 
texts such as Trotzkij’s Lenin, and their understanding of the significance of the Russian 
Revolution and Marxism for fighting against imperialism and for maintaining peace, the 
Surrealists realized that the hoped for revolution in consciousness could only be achieved 
by means of a social and political revolution. 
The journals La Révolution surréaliste (1924-1929), and Le Surréalisme au service de la revo-
lution (1930-1933) reflect the progressive change of thought from a complete indifference 
to clear submissions of political proposals to strong support of Marxism and of the French 
Communist Party. This politicization had several consequences: On the one hand Artaud, 
Soupault, and Vitrac broke with Surrealism, Baron, Desnos, Leiris, Limbour Masson, Pre-
vert and Queneau slowly disengaged from it, Buñuel, Char, Dalí, and Giacometti joined 
the group as new members, and most of the prominent Surrealists, like Aragon, Breton, 
Eluard, Peret, and P.Unik joined the French Communist Party in 1927, but their collabora-
tion resulted in a less prolific output than expected. As the title of the latter journal implies, 
Breton is truly devoted to revolutionary Marxism, offering Surrealism as a medium for 
promoting communist ideas, but he is neither willing to sacrifice it to the cause of revo-
lution nor to reduce its artistic independence. Surrealism aligned itself to the revolution 
without being devoured by it, as can be clearly seen in the chosen motif of Le Surréalisme au 
service de la revolution. This attitude was part of Surrealism’s development in the 1930s:
The most fundamental shift that can be observed in surrealist art and thought from 
the 1920s to the 1930s, amongst the many values that are still held in common over the 
course of these two decades, is from a confidence in the self-sufficiency and superiori-
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ty of an autonomous, unconscious thought process (such as is expressed in automatic 
writing and other surrealist techniques), to an acknowledgement of the interdepen-
dence of thought and the phenomenal world.114
Le Surréalisme au service de la revolution mirrored the balancing act of maintaining the Sur-
realists’ ideals and contributing to the French Communist Party by juxtaposing Surrealist 
texts, poetry, and experiences within the field of automatic writing, games, psychoanalytic 
reflections on the dream and Marxist, Communist, left-wing political, and revolutionary 
articles. But it was precisely this strong dedication to Surrealist autonomy that made the 
Surrealists suspicious in the eyes of the French Communist Party which demanded abso-
lute commitment to the ideals of socialist realism concerning the arts. The Party provided 
a clear framework for their members as to how art should serve revolutionary purposes, 
of what art should consist of, and of how it had to be represented in form and content to 
fulfill its political aims. 
This communist indoctrination was opposed to what the true Surrealist libertines stood 
for: free, automatic expressions, artistic experiments, destruction of any kind of doctrines, 
including their own ones, etc. Breton and other Surrealists tried in vain to explain that Sur-
realism was still of a pure revolutionary nature, although it did not fulfill the principles of 
socialist realism, but the Party was not convinced of their devotion. The Surrealist way of 
life with all its excesses, alcohol abuse, parties, scandals, and their admiration for subcul-
ture, their vulgar provocations and undisciplined behavior were a thorn in the Communist 
flesh. Surrealist art was full of dream symbols, unashamed (hetero-) sexual allusions and 
illustrations, depicted with alchemist images, and strongly dedicated to the unchecked un-
consciousness. Salvador Dalí’s painting “Le Grand Masturbateur” and his essay “Rêverie” 
fell into deep disgrace and the Party requested the immediate expulsion of Dalí from the 
Surrealist movement which was strongly opposed by Breton. This dichotomy of political 
affiliation and artistic concept adds to a controversy within the heterogeneous group of 
Surrealists. As Breton sticks up for the complete freedom for art, his companion Aragon 
became one of the leading intellectuals of the Party, and finally, together with Sadoul, broke 
with Surrealism in 1932. This personnel gap was quickly superseded by the accedence of 
Brauner, Caillois, Hugnet, Mayoux, J. Monnerot, M. Oppenheim, H.Pastoureac, G.Rosey. 
When Breton, Eluard, and Crevel founded the journal Minotaure, they were finally expelled 
from the French Communist Party in 1933, and Breton’s “Du temps que les Surréalistes 
avaient raison”, published in 1935, set the final seal on the definitive break with Stalinist 
communism. The striking fluctuation of members within Surrealism continued: Domingu-
ez, Dora Maar, Oelze, Prassinos, Seligman, Bellmer, Matta, and Paalen became members 
of the Surrealist movement, Eluard and Max Ernst broke with Surrealism and joined the 
French Communist Party in 1938. Also in 1938, Breton met Leon Trotzky and together with 
Diego Rivera they founded the journal “Clé” (1938-1939) in Mexico, which confirmed their 
views that the artist was the natural ally of the revolution.
The outbreak of World War II in 1939 marked a temporary end of Surrealism, some of 
their members were recruited, others emigrated and escaped from France, some were de-
114 Steven Harris, 2004. Surrealist Art and Thought in the 1930s. Art, Politics, and the Psyche. Cam-
bridge: Cambridge University Press, p.2.
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tained. Until the end of the war, the Surrealist movement survived and developed in other 
countries, where Surrealist exhibitions took place, and literary works and journals were 
published. After the war, Surrealism continued in Europe, digesting the fresh experiences 
of another World War, addressing the new directions of communism in Europe and the 
USSR, the cold war, the Algerian crisis, the emergence of new intellectual scenes and artis-
tic movements, the constant fluctuation of their members, and the deaths of most of their 
original members. André Breton’s death in 1966 can be seen as the final end of Surrealism, 
even though the remaining Surrealists declared that their movement continued. In 1972, 
the first Surrealist retrospective took place in Munich, and Surrealism found its place in the 
gallery of historic artistic movements.
4.4.   Une histoire de science fiction AS HyperSurreALiSM 
Comparing the historical development of hypertext with the historical development of 
Surrealism, firstly significant intersections can be made in the field of internationality and 
heterogeneity, as figures 4 and 5 illustrate:
Figure 4
As a result of the heterogonous character of both groups, publications on hypertexts and 
Surrealism offer a variety of different perspectives, and they show that both movements 
have been considered as new and revolutionary at their inception before they had been 
recognized by critics as valuable art/feasible technology.
A tiny selection of Surrealists...
Dalí
Spanish, painter, writer, 
Sculptor, photographer)
Artaud
(French, actor, poet)
de Chirico
(Italian, Painter)
Duhamell
(French, author)
Man Ray 
(American, 
Painter/Photographer)
Arp
(German/French,
Sculptor, Painter, Poet)
Ernst
(German, Painter, 
Sculptor, Graphic Artist,,
Poet)
Soupault
(French, Poet, Critic, 
Political activist
Aragon
(French, Poet/Novelist)
Breton
(French, Poet, 
Surrealist Theorist)
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Figure 5
As will be pointed out in my media-specific analysis (cf. chapter 6), Une histoire de science 
fiction offers a multitude of links, but not necessarily a well structured linkage system. 
The majority of links are interhypertextual links which connect points of two different 
units, e.g. from the table of contents page (the backbone of this hypertext) to one of the 
chapter pages. The only extrahypertextual links are those with editorial information lead-
ing the reader to the official website of surrealiste.org (now realiste.org), which restricts 
the hypertext’s openness and emphasizes the hierarchical character of Une histoire de sci-
ence fiction.  Rob Shields’ comparison of the link to an “interior gateway” makes particular 
sense in this Surrealist hypertext, in which the link system is “less a portal to the outside 
and more like a hidden passage in a building”. This architectural metaphor of a building 
is well visualized via the table of contents which forms the backbone of this Surrealist hy-
pertext story: most of the links lead from the table of contents to other passages and from 
there directly back to the table of contents, thus Pfammatter’s description of hierarchical 
link systems as trees (Pfammater 1998: 55) fits perfectly for Une histoire de science fiction. It 
is almost impossible to get lost in this hypertext, as the reader, in most cases, only has a 
limited navigational choice and is obliged to return to the table of contents if s/he wishes to 
continue the reading. The linearity of this hypertext is further emphasized by the unilateral 
way of getting to the table of contents: the reader clicks on the front cover, is led first to a 
personalized dedication page, and then finds her/himself in front of the table of contents, 
and no other navigational way is possible.  
A tiny selection of Hypertext personalities...
Nelson
(American, sociologist, 
philospher,
pioneer of IT)
Engelbart
(German-American
inventor)
Bolter
(Canadian, Wesley Chair 
of New Media
Aarseth 
(Norwegian, 
researcher, ludologist)
Van Dam
(Dutch, 
Prof. computer science)
Landow
(American, Prof. English 
and Art history
Vannevar Bush
(American, engineer)
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The positive and constructive impact of technology is obvious among hypertext re-
searchers who, without exception, bear humanity and intellectual progress in mind while 
engaging in the development of hypertextual structures. This is emphasized in Bush’s arti-
cle “As we may think”, in which he underlines the importance of living together peacefully 
with the help of technology, in particular when he envisages that 
The applications of science built man a well-supplied house, and are teaching him to 
live healthily therein. They have enabled him to throw masses of people against one 
another with cruel weapons. They may yet allow him truly to encompass the great 
record and to grow in the wisdom of race experience. He may perish in conflict before 
he learns to wield that record for his true good. Yet, in the application of science to the 
needs and desires of man, it would seem to be a singularly unfortunate stage at which 
to terminate the process, or to lose hope as to the outcome.115
The metaphor of the house finds its counterpart in André Breton’s vision of a transparent 
glass house in Nadja, the only real place for a Surrealist like Breton:
Pour moi, je continuerai à habiter ma maison de verre, où l’on peut voir à toute heure 
qui vient me rendre visite, où tout ce qui est suspendu aux plafonds et aux murs tient 
comme par enchantement, où je repose la nuit sur un lit de verre aux draps de verre, 
où qui je suis m’apparaîtra tôt ou tard gravé au diamant. 116
My own translation:
Regarding me, I shall continue living in my glass house where one can always see 
who comes to visit me; where everything hanging from the ceiling and on the walls 
stays where it is as if by magic, where I sleep nights in a glass bed, under glass sheets, 
where who I am will sooner or later appear etched by a diamond. 
The symbol of transparency gained particular popularity in modernism, where the idea 
of transparent buildings reached its peak in Bruno Taut’s Glass Pavilion from 1914, which 
was exhibited at the Cologne Deutscher Werkbund Exhibition117. In her article “Eisenstein, the 
Glass House and the Spherical Book. From the Comedy of the Eye to a Drama of Enlighten-
ment”, Oksana Bulgakowa alludes to Bruno Taut’s idea that 
[…] a glass building would establish other relationships between people and the uni-
verse, modifying their visual perception and habits. The Constructivists hoped a tran-
sparent building would help in the creation of transparent relationships and destroy 
the distinction between public and private.118 
The abolishment of public and private borders by means of a glass house connects both 
with the Surrealist’s ideal of humanity expressed in Nadja and Bush’s vision of a well-
supplied house with technology. Walter Benjamin even refers to living in a glass house 
115 Vannevar Bush, cf. http://www.theatlantic.com/unbound/flashbks/computer/bushf.htm.
116 André Breton, 1928. Nadja.1964. Paris : Éditions Gallimard, Paris, pp.18-19.
117 Brent Richards et al., 2006. New Glass Architecture, New Haven: Yale University Press.
118 Oksana Bulgakowa, 2005. Eisenstein, the Glass House and the Spherical Book. In: Rouge 7 (2005), 
available at: ttp://www.rouge.com.au/7/eisenstein.htm. 
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“[…] as a revolutionary virtue par excellence. It is also an intoxication, a moral exhibition, 
that we badly need.”119 
But the metaphor of the glass house simultaneously makes references to “Big Brother” 
from the dystopian novel Nineteen Eighty-four by George Orwell, and it is precisely these 
dystopian implications of Big Brother that infiltrate Une histoire de science fiction. (cf. section 
6.3). The transparency of human beings as a result of technological abuse can be considered 
as one of the main topics of this Surrealist hypertext, which deals with Bigue Brozeur’s at-
tempt to let people pay even for the air they breathe and to implant controlling machines/
computer chips into humans. 
Douglas C.Engelbart’s essay A conceptual framework for the Augmentation of Man’s Intellect 
takes a strikingly similar direction because it highlights the increase of human intellectual-
ity due to the Augmentation system; therefore technology is considered as a quantum leap 
in human development. This stands in clear contradiction to the Surrealists’ conception of 
technology as manmade evil, as original source of destruction which led to the Great War 
in 1914. As already mentioned, Dadaism and later Surrealism held the radical abuse of 
technology responsible for the Great War and mobilized against the societies which made 
this abusive destruction possible. The Surrealists’ campaign against modern technology 
unveils one of the most inherent characteristics of Surrealism: the paradox. Their general 
rejection of technology as evil on the one hand and their use of modern techniques in 
painting, filming and photography on the other hand, characterize the ambiguous role of 
technology among them. The mixture of different techniques to express artistic freedom is 
evident in almost every single Surrealist work, as Breton’s Nadja and Manifestes du surréal-
ism and Aragon’s Le Paysan de Paris illustrate (Figures 6 and 7).
Figure 6
119 Walter Benjamin, 1929. Surrealism. 2003. In: Selected Writings. Vol. 2, Cambridge, MA: Harvard 
University Press, p.209.
Aragon, Louis, 1926. Le paysan de Paris. 1990. 
Paris: Gallimard, pp. 122 and 159
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The same paradoxical attitude is evident in Une histoire de science fiction in which, on the 
one hand, the first person narrator condemns the obvious misuse and abuse of technology 
by humans, and on the other hand he happily engages in the use of New Media to seek out 
new friends in his fight against Bigue Brozeur (cf. section 6.4). But it becomes obvious that, 
in the end, he still prefers the personal and hence more traditional way of getting to know 
people: the face-to-face encounter in a public place (cf. section 6.5).
Figure 7
Another important paradigm can be found in the relation between dream and machine, 
as both Douglas C.Engelbart’s essay on “dream machines” (cf. section 4.1) and Breton’s 
admiration for psychoanalysis and the dream clearly demonstrate (cf. section 4.3). I will 
later discuss the relevance of the dream in Une histoire de science fiction, as sleep and dream 
symbolize knowledge gain as well as the process of waking up from a dream-alike reality 
imposed by the dystopian Big Brother. It is only after awakening from both technological 
experiences (the visit to Bigue Brozeur’s website, the senseless zapping between TV chan-
nels) and the abuse of narcotic substances (alcohol) that Dévastator decides to start anew 
and to fight against Big Brother (cf. section 6.4). The so-called “esprit nouveau” (cf. section 
4.2) awakes in him to stand up against the misuse of power. 
The explicit support for African nations and the clear criticism of rich countries which 
exploit Third World Countries are at the heart of Une histoire de science fiction in the same 
way as the absolute support for African countries fighting for their independence was at 
the heart of the Surrealist movement (cf. section 5.2). 
Breton, André, 1928. Nadja. 1964. Paris: 
Gallimard, pp.38-41
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5. Hypertextuality and 
Surrealism: a theoretical 
comparison
5.1. Hypertext tHeory And itS tHeoreticAL predeceSSorS 
 in tHe fieLd of nonLineArity: froM tHe i cHing to 
 tHe 20tH century
Current hypertext research concerning writing, reading, and the presentational form of 
the text gets its inspiration and theoretical backup from already existing and canonized 
theories which have focused on the problems of non-linearity, multivocality, textual open-
ness and intertextuality for decades, if not centuries. The majority of hypertext theorists 
and researchers discover a parallel between the characteristics of digital literature and the 
characteristics of the so-called ideal literary text (with reference to postmodern and critical 
theory). The following figure illustrates the different inspirational forces generally used by 
the hypertext theorists to formulate their ideas and works. This figure shows clockwise, 
and in a (more or less) chronological order, the most popular inspirations and hypertext 
theorists in the field of nonlinearity. I want to note the non-completeness of figure 4 which, 
for simple spatial reasons, cannot include every single inspirational force or hypertext the-
orist. It is intended to be an illustration of the different intellectual inspirations and theo-
retical perspectives and therefore is of a representational character, because it is utopian, in 
the most Barthian sense of the word, to examine every specimen of a genre.
I call these influences “spiritual shades of nonlinearity” with the intention of underlin-
ing the quasi religious importance of these on current hypertextual research. As already 
referred to in the introduction as well as in the section 3.2 (The World Wide Web and the 
Internet: Media, myth, and metaphor – a techno-cultural approach), it is highly important 
to place them in the tradition of already common facts and features to render the new 
ones more understandable. It is almost impossible to find a single publication on digital 
literature without the references to the authors and philosophers represented in fig.8. Most 
of the hypertext theorists emphasize particularly the aspects of their theories which show 
obvious similarities to those presented by their “spiritual fathers”.
The old Chinese text of oracular wisdom, the I Ching, probably the oldest existing doc-
ument of philosophical thinking, is one of the best-known nonlinear texts from antiquity. 
According to written records, the I Ching originates from an emperor in 3000 BC and was 
published almost 2500 years later by the Chinese philosopher and thinker Confucius. It is 
composed of eight trigrams and each of these trigrams symbolizes a natural force as well 
as a symbolic transcription of it into a certain element of human life. 
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Figure 8
Figure 9
I Ching Structure
strength, creativityheaven, skytian (quían)——————
docility, receptivitythe receptive earthkwun (k n)— —— —
stillness, stoppingmountainkân (g n)———— —
dangerwater, moon, the deepkan (k n)— ——— —
penetration, followingwind, woodsiuen (sùn)———— —
movement, initiativethe arousing thundertschan (zhèn)— ————
brightnesssun, firelî (lí)——————
pleasure, joy, attractionlake, mist, marshtui (dùi)— ——— —
attributenatural forceChinese namesign
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NONLINEARITY
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QUENEAU
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BAKHTIN
BARTHES
DERRIDA
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It is the capacity for many combinations which makes the I Ching a nonlinear book, open 
to multiple and endless interpretations, and which offers the interested reader or wisdom 
“searcher” a huge scope of possible ways to understand the text. 
The Austrian philosopher Wittgenstein [1889-1951] gave significant weight to the as-
pects of nonlinearity, for which his Philosophical Investigations became relatively famous 
among all hypertext theorists. The Investigations have the character of a conversation, 
which could be a dialogue between the philosopher and an imagined discourse partner, or 
could be the philosopher talking to himself while asking himself constant questions and 
raising ceaseless objections. Although referred to abundantly by hypertext researchers in 
respect of its nonlinear aspects and layout, Wittgenstein’s work could have been further 
explored by hypertext theorists as far as cognitive reading processes are concerned, as the 
following quotation illustrates:
168. Again, our eyes pass over printed lines differently from the way it passes over 
arbitrary pothooks and flourishes. (I am not speaking here of what can be established 
by observing the movement of the eyes of a reader). The eye passes, one would like 
to say, with particular ease, without being held up; and yet it doesn’t skid. And at the 
same time involuntary speech goes on in the imagination.120
These linguistic aspects are usually discussed among philosophers, who analyzed the im-
portant parts of this nonlinear thinking, the so-called “language games” (“Sprachspiel”) 
from different angles. Störing compares the analogy of speaking and game with a game of 
chess (Störing 1997: 659). The comparison between a game of chess and the act of speaking 
embodies aspects of nonlinearity and thus can usefully serve as examples for interactive 
fiction on a computer screen, which then could be seen as a type of virtual “chessboard”. 
Like the chess player who reacts to the first move of his opponent, the hypertext reader 
reacts to the text provided by the author, and like the chess player who thinks of what his 
next move could be, the hypertext reader considers the different possibilities in follow-
ing the story. Should s/he click on this link to continue reading, or should s/he decide on 
another, which would then utterly change the ongoing story, as the ongoing game of chess 
would also change. And like the chess player who could make moves not even conceived 
of by his opponent, the hypertext reader can surprise the primary author with unforeseen 
contributions and new textual creations and thus enters the state of interactivity. This in-
teractivity, regardless of whether it is the one in a game of chess or the “wreading” of a 
hypertext, is not a safe one. The players can keep each other in check, make wrong moves 
which get them lost or reach checkmate. 
We can assume that Wittgenstein recognized the one dimensionality of conventions as 
inappropriate to an actual way of thinking which is not linear. Gunnar Liestøl describes the 
Investigations with the following words:
Wittgenstein’s fragmented form […] gives room for multidirected movements. Thus, 
the constellation of short remarks with his sudden changes, criss-crossing, and jum-
120 Ludwig Wittgenstein, 1953. Philosophical Investigations: The German text, with a revised English 
Translation. Translated by G.E.M.Anscombe, 2001. Oxford: Blackwell Publishers, p.58.
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ping around became the final form of Investigations and contrasts to the book he 
originally intended to write. Breaking with the unified model of language and reality, 
it instead presents a practice and a picture of writing that resist preconceived order 
but acknowledge diversity and difference.121 
Wittgenstein found it extremely difficult to reduce complex ideas and thoughts to a lin-
ear written structure, an idea quite similar to Ted Nelson’s first thoughts on the conflict 
between technologies of expression. But even though Wittgenstein managed to break the 
linearity of his thoughts and ideas, he still could not escape the linear presentational form, 
framed within the borders of print and paper. But, as will be shown in chapter 6, not every 
hypertext can escape linear presentational forms either, and although Une histoire de science 
fiction offers the reader far more textual exploration possibilities, it is not as non-linear as 
one might have expected from a hypertext. 
Although nonlinearity has been used for centuries and appears to have been even in 
use more through hypertextuality, I want to emphasize the fact that this is only a spatial 
nonlinearity. I can chose different ways of reading and writing within the hypertextual 
world, jump from one link to another and enter the space of co-authorship, but I cannot 
escape the ticking of the clock. Nonlinearity is time bound, regardless of the presentational 
form of texts:
Time is linear, at least the time that is required to read and write hypertexts. Reading 
and writing are linear phenomena, they are sequential and chronological, conditio-
ned by the durative ordering of time, although their positions as stored and in space 
may have a nonlinear organization. But once a word or a sentence is read, it is chosen 
and taken out of its nonlinear context and positioned as a sequence in the linear chain 
and in conditioned time. However discontinuous or jumpy the writing or reading of 
a hypertext might be, at one level it always turns out to be linear.122
The French poet, dramatist, narrative writer, and critic Guillaume Apollinaire (1880-1918), 
with his Calligrammes (1918), created poems in which the words are liberated from the 
syntax in a typographical manner. This “esthétique de la surprise” (aesthetic of surprise) 
implies among other things the combination of free metaphorical chains, collages, associa-
tions, and the abolition of punctuation. Even though one cannot call the Calligrammes a 
perfect example of nonlinearity in the actual sense of the word, it can be appreciated as 
a poetic attempt to break out of the usual frames of poetry and print. Like Wittgenstein, 
Apollinaire stayed within the borders of the printed page, but he reached a typographical 
nonlinearity and interconnectivity similar to the one in hypertexts:
To be able to mirror such a multiple form of consciousness the work of art had to 
abandon linear and discursive structures, in which events are arranged successively, 
in favor of what Apollinaire called simultaneity […]. Essentially this conception led 
121 Gunnar Liestøl, 1994. Wittgenstein, Genette, and the Reader’s Narrative in Hypertext. In: George P. 
Landow, ed. 1994. Hyper/Text/Theory. Baltimore and London: The Johns Hopkins University Press, 
p.89.
122 Id., p. 106.
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Apollinaire to a radical dislocation of poetic structure. To create an impression of mul-
tiple and simultaneous consciousness, perceptions and ideas are abruptly juxtaposed 
in the poems in an arrangement that, at first reading, seems to be one of considerable 
disorder.123
A more sophisticated example of French nonlinear poetry is Raymond Queneau’s [1903-
76] Cent Mille Milliards de Poèmes which proves that printed texts can be as nonlinear as 
hypertexts can be. As a result of endless combination possibilities, the Cent Mille Milliards 
de Poèmes is an almost endless source of totally different sonnets created by the reader her/
himself (cf.h ttp://www.uni-mannheim.de/users/bibsplit/nink/test/sonnets.html).
Guillaume Apollinaire, originally Wilhelm de Kostrowitzky, and Raymond Queneau 
are directly connected to the Surrealist movement, the former became the idol of André 
Breton and the symbol of Surrealist freedom while the latter became briefly, but important-
ly, involved in Surrealism. Breton was noticeably touched by Apollinaire’s sudden death, 
caused by the Spanish Flu, sending his friend Aragon a letter with a slip of paper, saying:
But Guillaume
APOLLINAIRE
has just
died
Many years later, Aragon alluded to the impact of Apollinaire’s death by equating it with 
the impact of Breton’s death on the 28 of September 1966. He wrote “the most heartfelt 
reminiscence of all” (Polizzotti 2009: 558):
But André
BRETON
has just
died
The Argentine writer, poet and philosopher Jorge Luis Borges [1899-1986] promoted the 
idea of a new literature which has to be written in multiple ways and which should rather 
imply possibilities of context and contents than exclude them by a linear way of writing 
and thinking. Borges presented his ideas on the exhaustion of literature in writing about 
exhausted possibilities or severe conditions, tiny pieces of fiction, which stand in a strong 
opposition to the novelist tradition of the 19th century. Jay David Bolter points out correctly 
that with
[…] Borges we have the sense that a long literary tradition is breaking down, that the 
novel and perhaps the monograph too are used up. Borges suggests that our culture 
can no longer produce novels and offers instead anemic book reports and brief desc-
riptions of freakish characters and fantastic worlds.124
123 S.I. Lockerbie, 1978. Introduction. IN: Guillaume Apollinaire, 2004. Calligrammes, Poems of Peace 
and War (1913-16). Translated by Ann Hyde Greet. Berkeley: University of California Press, p.3.
124 Jay David Bolter, 1991. Writing Space. The Computer, Hypertext, and the History of Writing. Hills-
dale, New Jersey: Lawrence Erlbaum Associates, p.138.
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Besides the ideas of literary exhaustion, it is his contribution to the concept of the labyrinth 
which makes him an idol for the current hypertext theory generation. Borges, like Umberto 
Eco, regards the concept of the labyrinth as incompatible with the concept of linearity. 
Espen J. Aarseth states that “our present idea of the labyrinth is the Borgesian structure 
“forking path”, the bewildering chaos of passages that lead in many directions but never 
directly to our desired goal. […] Umberto Eco claims that there are three types of labyrinth: 
the linear, the maze, and the net (or rhizome) (Aarseth 1997: 5-6).
Thus it becomes extremely important to revise the use of the labyrinthine concept in 
any kind of analytic work on literature and to be open to its use in a probably more accu-
rate way for so-called multicursal literary structures. Among all the cited theoretical pred-
ecessors in the field of nonlinearity, a very special emphasis is usually given to Barthes, 
Derrida, Bakhtin, Foucault and Eco, particularly by those hypertext theorists who intend 
to establish hypertext theory in the tradition of critical or postmodern theory. To give a 
detailed illustration of this very common process, I decided to chose George P. Landow as 
an example of this very euphemistic way of dealing with hypertexts.  
George P. Landow, professor of English and Art History at Brown University, has ed-
ited some books on electronic textuality, and has created several electronic hypertexts. 
Throughout his works, he established a parallel between computer science and literature, 
chiefly to critical theory125. One of his most relevant works on these paradigms was pub-
lished 1997 at the Johns Hopkins University Press in Baltimore and London, and is titled 
Hypertext 2.0. The convergence of contemporary critical theory and technology. 
The title, very crucial for any kind of first impression and summary of ideas, signifi-
cantly shows the cross-boundaries of these apparently different fields of research. Right 
from the beginning of his work, Landow points out the common points of contemporary 
critical theory and hypertext theory, both focusing on the model or paradigm of the net-
work throughout their theoretical writings. In one of the first pages, he invites the reader to 
compare Jacques Derrida’s Of Grammatology with Ted Nelson’s Literary Machines to detect 
digital and hypertextual features in the first one and poststructural aspects in the second. 
Landow calls it a “shock of recognition“ and underlines the fact that “a paradigm shift [...] 
has begun to take place in the writings of Jacques Derrida and Theodor Nelson, Roland 
Barthes and Andries van Dam“126.
Landow tries to and succeeds in demonstrating that both groups are against the so-
called weaknesses of the printed book, which are, in their opinion, limitations, like center, 
margin, hierarchy, and linearity, and which should be abandoned for the sake of multilin-
earity, nodes, links, and networks. He demonstrates the general importance of nonlinear-
ity for most of the representatives of contemporary critical theory by showing their use 
of hypertextual relevant terms. He refers, for instance, to Derrida’s use of terms like link, 
web, network, matrix and interweaving in association with Hypertextuality, to Bakhtin’s 
preference for (mostly similar) terms such as links, linkage, interconnectedness, and inter-
woven, to Barthes’ terminology including link, network, web and path, and to Focault’s 
125 Cf. Landow’s website (http://www.landow.com/) which includes links to Victorian websites, to web-
sites of Postimperial and Postcolonial Literature in English and Cyberspace, Hypertext and Critical 
theory.
126 George P. Landow. 1997. Hypertext 2.0. The convergence of contemporary critical theory and tech-
nology. Baltimore and London: The Johns Hopkins University Press, p.2.
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conception of text in terms of the network. Even though they might employ slightly dif-
ferent terminologies, each representative of contemporary critical theory shares the same 
ideas concerning intertextuality, nonlinearity and the escape of the confinements of print 
as hypertext theorists do: 
Almost all parties to this paradigm shift, which marks a revolution in human thought, 
see electronic writing as a direct response to the strengths and weaknesses of the 
printed book. [...] critical theory promises to theorize hypertext and hypertext pro-
mises to embody and thereby test aspects of theory, particularly those concerning 
textuality, narrative, and the roles or functions of reader and writer.127 
In his article What’s a Critic to Do?: Critical Theory in the Age of Hypertext, Landow proceedes 
in exactly the same way. His euphemistic view on nonlinearity and the common grounds 
of hypertext theory and critical theory are continuously underlined:
[…] like Barthes’s and Foucault’s remarks about the death of the author, Derrida’s on 
textuality, Kristeva’s on intertextuality, and so many others, this merging of creative 
and discursive modes simply happens in hypertext.128 
I strongly have to disagree with this opinion. Surely, interactive writing renders the reader 
a co-author, but only if the original author has intended to do this, and although every in-
teractive text is a hypertext, not every hypertext is an interactive one, because there are dif-
ferent types of hypertexts. The link system plays a crucial part in the creation of a nonlinear 
or intertextual hypertext (cf. section 4.2). If the link system only offers a limited access 
structure, or is not arranged in a very sophisticated way (which is the case in Une histoire 
de science fiction), a printed text might be more nonlinear or intertextual than a hypertext. 
I consider it particularly dangerous to overuse already overcharged vocabulary such as 
nonlinearity or text to establish a theory on hypertextuality, and consequently I agree with 
Martin Rosenberg’s proposal to “confront the geometrical nature of hypertext systems and 
their rhetorics by noticing first, the imprecision with which hypertext theorists are using 
the terms nonlinear and multilinear” and that the term nonlinearity, in the sense it is used 
by hypertext theorists, “is more properly analogous to what physicists call ‘symmetry’, or 
‘reversibility’”129. Another critical point concerning the nonlinearity of hypertext might be 
the one of getting lost in a nonlinear reading environment. Mireille Rosello even calls it a 
“reaction of panic”, which could seize hold of the reader’s feelings while losing control of 
the own reading paths. The reader still has to get used to the lack of comfort while reading 
through a hypertext document, because 
127 Id., p.2.
128 George P. Landow, 1994. What’s a Critic to Do? Critical Theory in the Age of Hypertext. In: George 
P. Landow, ed. 1994. Hyper/Text/Theory. Baltimore and London: The Johns Hopkins University Press, 
p.39.
129 Martin E. Rosenberg, 1994. Physics and Hypertext: Liberation and Complicity in Art and Pedagogy. 
In: George P. Landow, ed. 1994. Hyper/Text/Theory. Baltimore and London: The Johns Hopkins Uni-
versity Press, pp. 274-275.
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[…] hypertextual stories will be neither comfortable, nor aesthetically pleasing, nor 
even highly desirable, which, in turn, will make them outlandish and disorienting.130
As a result of their overlapping characteristics, it might be difficult to see a clear distinc-
tion between textual openness and intertextuality. Firstly, textual openness can be defined 
by the non-existent borders of textual representation from a time-dependent perspective, 
which means the possibility of entering a hypertext at any stage of its production and 
development. Secondly, it refers to the spatial dimension of hypertext, which could be 
entered, due to its interactive links, not only at the beginning of the text, but also in the 
middle or towards the end of it, without ever reaching the total end of it, because, thirdly, 
the concept of hypertext (here: the ideal hypertext at its best) cannot be seen as a hierarchi-
cal or chronological one, wherein each reader follows the same links. The text is open to 
everyone, and the text is open to multiple meanings and trains of thought. Chapter 6 of my 
investigation reveals that this is quite different in Une histoire de science fiction because the 
reader can only enter at the beginning of this hypertext (starting with the front cover, cf. 
section 6.1). S/he has to follow a strict and linear way until arriving at the table of contents 
which then enables her/him to choose between the different chapters. 
Landow refers frequently to Roland Barthes and his S/Z, pointing out that Barthes’ 
vision of an ideal textuality has become reality in hypertext where terms like link, node, 
network, web, and path show textual openness. Barthes’ image is indeed very close to the 
one of digital hypertexts, and his word choice reminds us strikingly of a computer termi-
nology: 
[…] the networks [réseaux] are many and interact, without any one of them being able 
to surpass the rest; this text is a galaxy of signifiers, not a structure of signifieds; it has 
no beginning; it is reversible; we gain access to it by several entrances, non of which 
can be authoritatively declared to be the main one; the codes it mobilizes extend as the 
eye can reach, they are indeterminable […].131
 
Concerning intertextuality, Landow switches from quotation to quotation, taken from 
both fields of research, for example, Michel Foucault’s Archeology of Knowledge, which is 
described as “a node within a network [...] a network of references“132 due to its intertextual 
allusions and references. The distinction between readerly and writerly texts, a distinction 
made by Roland Barthes, also comes into view as far as the distinction between printed 
texts and electronic hypertexts are concerned. Hypertext fulfills almost exactly the goal of 
literary work or literature as work in the Barthian sense of the term, which is to make the 
reader a producer of the text, and no longer a consumer:
130 Mireille Rosello, 1994. The Screener’s Maps: Michel de Certeau’s “Wandersmänner” and Paul 
Auster’s Hypertextual Detective. In: George P. Landow, ed. 1994. Hyper/Text/Theory. Baltimore and 
London: The Johns Hopkins University Press, p.139.
131 Roland Barthes, 1970. S/Z. 1974. Translation by Richard Miller. New York: Hill and Wang, p.5.
132 George P. Landow, 1997. Hypertext 2.0. Hypertext: The convergence of contemporary critical theory 
and technology. Baltimore and London: The Johns Hopkins University Press, p.3.
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Our literature is characterized by the pitiless divorce which the literary institution 
maintains between its author and its reader. This reader is thereby plunged into a 
kind of idleness - he is intransitive; he is, in short, serious: instead of functioning him-
self, instead of gaining access to the magic of the signifier, to the pleasure of writing, 
he is left with no more than the poor freedom either to accept or reject the text: reading 
is nothing more than a referendum. Opposite the writerly text, then, is its counterva-
lue, its negative, reactive value: what can be read, but not written: the readerly.133 
While showing the parallels between hypertext and critical theory, Landow refers to the 
similar vocabulary, like: link (liaisons), web (toile), network (réseau), and interwoven (s’y 
tissent), trying to prove how many similarities there are, for example when he says, that 
Barthes usually emphasis the writerly text and its nonlinearity, in contrast to Derrida who 
is more concerned with textual openness and intertextuality. And it is particularly the abil-
ity to be able to highlight the intertextual possibilities which make the hypertext much 
more efficient concerning intertextuality than a printed book can be. And indeed, Barthes’ 
expressivity regarding the pleasure of the text reminds us of hypertext expressivity regard-
ing digital literature:
[…] What I enjoy in a narrative is not directly its content or even its structure, but 
rather the abrasions I impose upon the fine surface: I read on, I skip, I look up, I dip 
in again.134 
The paradigmatic structure used by Landow to fortify and accentuate the common points 
between literary theories and hypertext theories concerning intertextuality is continued by 
quoting Thaïs Morgan’s suggestions on the subject. For Morgan, intertextuality 
[…] shifts attention from the triad constituted by author/work/tradition to another 
constituted by text/discourse/culture. In so doing, “intertextuality replaces the evolu-
tionary model of literary history with a structural or synchronic model of literature 
as a sign system. The most salient effect of this strategic change is to free the literary 
text from psychological, sociological, and historical determinisms, opening it up to an 
apparently infinite play of relationships”.135 
Landow moderates Morgan’s argument a little lessening the absolute view on intertextual 
perfection within hypertext by stating that “[…] although hypertext intertextuality would 
seem to devalue any historic or other reductionism, it in no way prevents those interested 
in reading in terms of author and tradition form doing so” (Landow 1997: 35-36).
Landow draws a very good and detailed parallel between the qualities of hypertext 
and textual qualities claimed by theorists like Barthes, Derrida, Foucault, and Bakhtin, 
and offers us a substantial pool of similarities concerning the aspects of nonlinearity and 
133 Roland Barthes, 1970. S/Z. 1974. Translation by Richard Miller. New York: Hill and Wang, p.4.
134 Roland Barthes, 1973. The Pleasure of the Text. 1975. Translated by Richard Miller. New York: Hill 
and Wang, pp.11-12.
135 George P. Landow, 1997. Hypertext 2.0. Hypertext: The convergence of contemporary critical theory 
and technology. Baltimore and London: The Johns Hopkins University Press, p.35.
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network. The inexhaustible comparisons to contemporary critical theorists, though, can be 
criticized. This demonstrates the weakness of this field of literature, which until now has 
lacked a proper, independent theory, and a proper, independent, and fresh vocabulary. The 
question might arise as to whether it is always appropriate to stay in the chronological line 
of canon and tradition to be accepted by critics. When digital literature emerged, it was 
promoted as something revolutionary and new in comparison to already established forms 
of printed literature. This euphemistic attitude is rather an inclination towards verification, 
as Landow claims that hypertext as intertextual system, has the capacity to emphasize 
intertextuality in a way that pagebound text in books cannot. I have to partly disagree, 
both from a content-focusing as well as from a structural perspective. The whole history of 
printed books offers us a lot of examples in which intertextuality plays a fundamental and 
essential role, not only as a game, but as a mean to understand the book. A very good ex-
ample might be Augusto Roa Bastos’ Yo, el Supremo136 which is impossible to understand, or 
even to read, without a precise knowledge of the following: Firstly, magical realism, the lit-
erary and philosophical phenomena of Latin-America; secondly, a knowledge of European 
imperialism in Latin-America; thirdly, the particular infrastructure and cultural memory 
of Paraguay; fourthly, the genre of the so-called dictator- novels; fifthly, the knowledge of 
the syntax of Guaraní, the indigenous language of Paraguay, because parts of the text show 
Spanish vocabulary embedded in a Guaraní syntax. Apart from this, Bastos’ work offers 
thousands of further intertextual references, constant changes in narrative perspective, as 
well as changes in time chronologies. The text is structured in various columns and foot-
notes that the reader can get easily lost in this enormous work of intertextuality. 
5.2. tHe ideoLogicAL inSpirAtionS of SurreALiSM
Surrealist thinking and ideology was influenced by many different movements and theo-
ries. Politics, philosophy, linguistics, psychiatry, social sciences, literature, arts, and culture 
serve in different ways as inspirational forces for the establishment of Surrealist beliefs. As 
the chosen representatives of hypertext theories referred abundantly to their predecessors 
within the field of hypertextuality and nonlinearity, the Surrealists alluded extensively to 
their ideological muses. In a similar way, the Surrealists explained their ideology through 
references to ideologies and theories already in existence. Both the current research on 
hypertextuality and French Surrealism isolate certain parts of their ideological inspirations 
from the general context to select them for the justification, proof and approval of their 
own ideas and concepts. The canonized support is important for both of them. 
The study of Breton’s Manifestes du surréalisme reveals an excellent view of how the Sur-
realists themselves defined their movement and how important the support from already 
famous and canonised theories are for them. The first Manifesto is clearly dedicated to 
Sigmund Freud and his dream analysis because the Surrealists felt their enthusiast belief 
in dreams as saviors of humankind to be proved by the Freudian psychoanalytic research 
on the subconsciousness. Even though Breton had changed his enthusiastic admiration 
for Freud at several points in his life, the Freudian influence on Surrealist work remains 
136 I refer to the following edition in Spanish: Augusto Roa Bastos, 1974. Yo, el supreme. 1994. Barce-
lona: Plaza & Janes Editores, S.A. 
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undeniable. In the beginning of the first Manifesto, Breton starts with a pessimistic descrip-
tion of man’s position in society, a position which only can lead to a general disapproval 
of life and a strong denial of society: “Tant va la croyance à la vie, à ce que la vie a de plus 
précaire, la vie réelle s’entend, qu’à la fin cette croyance se perd”. (Breton 1924: 13. My own 
translation: So strong is the belief in life, in what is most frail in life (the real life, of course), 
that in the end this belief is lost.)
He criticizes the limited imagination of men who have lost their ability to free their 
thoughts, to let their ideas go, to appreciate their dreams, and to believe in the possibility 
of their fantasies. Unlike a child whose imagination is still without borders and frames, 
men were taught to get rid of this freedom to become worthy members of society. The 
process from childhood to adolescence is characterized by the consequent elimination of 
this “croyance à la vie” in favor of making space for the concepts of “utilité arbitraire” 
(arbitrary utility) and “nécessité pratique” (practical necessity) (Breton 1924: 14). Breton 
opposes the despised happiness of the middle-class bourgeoisie, “le bonheur”, to the real 
happiness and satisfaction of “le bien” which is full of hallucinations and illusions. The 
reviled movement of Realism and the loathsome materialist attitude were held responsible 
for the negligence of these essential characteristics of “le bien” from a Surrealist point of 
view. Quotations from Dostoyevsky’s “Crime and Punishment” and allusions to Stendhal 
underline his strong refutation of the literary movement of Realism which did not leave 
the reader the slightest chance of making his own interpretations. The fully described sce-
narios, the exact portrayals of the characters and the precise organization of the plot did 
not give many possibilities for individual visualizations of the text. Freud’s research on 
dream analysis seemed to be the liberating force to reactivate the already forgotten child-
hood imagination and to open the door for a new way of feeling and conceiving life and 
literature. 
Sur la foi de ces [Freud’s] découvertes, un courant d’opinion se dessine enfin, à la 
faveur duquel l’explorateur humain pourra pousser plus loin ses investigations, auto-
risé qu’il sera à ne plus seulement tenir compte des réalités sommaires. L’imagination 
est peut-être sur le point de reprendre ses droits.137 
My own translation:
On the basis of these discoveries (Freudian discoveries) a current of opinion is finally 
forming by means of which the human explorer will be able to carry his investigation 
much further, authorized as he will hereafter be not to restrict himself solely to the 
most summary realities. The imagination is perhaps on the point of reclaiming its 
rights. 
The pure, unlimited and uncensored sleep or slumber, the so-called “sommeil”, was con-
sidered to be a useful tool not only for dealing with day-to-day problems, but as well as 
a guiding device for crucial questions of life. Due to Freud’s analysis of the mechanism 
of dreamwork in his Interpretation of dreams (1900), the Surrealists were aware of how op-
pressed unconscious desires found their way out in the form of dreams, although Freud 
137 Breton (1924), p.20.
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admits that he was not the first writer in tracing a dream to a wish. He gives the example 
of Herophilos, one of the most influential physicists under the First Ptolemy who distin-
guished between three different types of dreams: natural dreams, dreams sent by gods, 
and mixed dreams, “those which originate spontaneously from the juxtaposition of im-
ages, when we see that which we desire” (Freud 1900: 106). In their strong denial of the 
existing social order at that time, they considered the dream as important tool to avoid 
censorship, political oppression, and the intellectual and moral boundaries of the hated 
middle-class which suffered from general frustration:
L’esprit de l’homme qui rêve se satisfait pleinement de ce qui lui arrive. L’angoissante 
question de la possibilité ne se pose plus. Tue, vole plus vite, aime tant qu’il te plaira. 
Et si tu meurs, n’es tu pas certain de te réveiller d’entre les morts ? Laisse-toi conduire, 
les événements ne souffrent pas que tu les diffères […].138
My own translation :
The mind of the man who dreams is fully satisfied by what happens to him. The ago-
nizing question of possibility is no longer relevant. Kill, fly faster, love as much as you 
wish. And if you should die, are you not certain of reawaking among the dead? Let 
yourself be carried away, events will not suffer by your interference. 
The other importance of the dream lies in its combinatory character. Everything is possible 
in dreams, any kind of combination and fantasy is achievable, and there is no censorship. 
We can dream of being half fish, half lion, flying over a desert in Antarctic regions, singing 
a song with a voice that is not ours, accompanied by flying tables playing the violin which 
sounds like the piano. Such a scenario offers a tremendous absurdity due to the fact that 
these contradictory objects could never be combined in reality, and Freud’s work showed 
that this juxtaposition of obviously paradoxical elements in dreams could be interpreted as 
disguised desires. The combining character of the dream served as an inspiring model for 
Surrealist art, which can be characterized by an abundant use of the montage technique. 
The montage technique was used to insert different materials into artistic productions, to 
create complex and multilayered characters and scenarios, to break the linearity of textual 
presentations and to express the dream-like character of any kind of Surrealist art. Breton’s 
Nadja offers for example exactly 48 pictures which accompany and illustrate the mentioned 
activities and trains of thought presented in the text (cf. fig.7). Describing the walk around 
Paris and his attraction to the statue of Étienne Dolet, Breton inserts a photography of this 
very statue next to the text passage (Breton 1928: 26-27). When he describes his feelings, 
thoughts, and experiences regarding French movies and theaters, he illustrates them by 
adding film programs, letters, and scene photography to interrupt the linearity of the text. 
Le Paysan de Paris by Aragon shows an even stronger inclination towards nonlinearity 
than Breton’s Nadja: word games, different layouts, fables, theatrical dialogues, menu lists, 
poetic drawings etc. tear down the borders of textual presentation. Concerning the visual 
arts, the works by Max Ernst and Salvador Dalí reflect this juxtapositional character of 
138 Id., p.23.
78
divergent elements as in a dream. Dalí even dedicated one of his most famous paintings 
to the dream (El sueño, 1937), in which the subjective and provocative randomness of the 
dreamwork and its inherent monstrosity is open to a variety of different interpretations. 
Dream, provocation, contradiction, and absurdity go hand in hand in Surrealist art, or, as 
expressed in one of Dalí’s famous statements, “[…] the sole difference between me and a 
madman is the fact that I am not mad!” (Dalí 1948: 349). Dream as the convergence of para-
doxical elements is always a provocation, and it is exactly provocation that the Surrealists 
had in mind, as can be shown clearly by Luis Buñuel’s definition of the screenplay of his 
film Un chien andalou as “Un désespéré, un passionné appel au meurtre” (A desperate, pas-
sionate call for murder) (La Révolution Surréaliste, 1929). These dream-based provocations 
through Surrealist art should give the reader or spectator the chance to use her/his own 
imagination to discover the work of art, and to allow her/him to move beyond the usual 
explanations and descriptions so familiar in the case of realism. Each piece of Surrealist art 
and literature is open to individual interpretations; it disturbs by juxtaposition, paradoxes, 
and provocations, and denies itself any attempt to find sense or consensus. A true Surreal-
ist work is only considered as appreciable if the two worlds of dream and reality emerge 
to one troubling one in which sense is no longer of any importance, because image and 
language are priorities (Benjamin 1929: 18).
Inspired by Freud, the Surrealists released the dream from its commonly attributed 
rank as an inferior state of mind and thus equalized it with reality. The synthesis of dream 
and reality would lead then to what Breton calls “surréalité”:
Je crois à la résolution future de ces deux états, en apparence si contradictoires, que 
sont le rêve et la réalité, en une sorte de réalité absolue, de surréalité, si l’on peut ainsi 
dire. C’est à sa conquête que je vais, certain de n’y pas parvenir mais trop insoucieux 
de ma mort pour ne pas supporter un peu les joies d’une telle possession.139 
My own translation:
I believe in the future resolution of these two states, dream and reality, which are 
apparently so contradictory, into a kind of absolute reality, a surreality, if one may 
so speak. It is in this quest of surreality that I am going, certain not to find it but too 
careless of my death not to calculate to some degree the joys of its possession.
It should be stressed that the intensive study of psychoanalysis submitted by Freud and 
Jung led to different conclusions among the Surrealists as far as their conceptions of real-
ity are concerned. Aragon’s reflections on the concept of “surréalité” differ from those il-
lustrated by Breton. Three different types of reality can be stated: first, the abstract reality 
characterized by the absence of human beings (“objets d’où l’homme est absent”), second, 
the concrete reality which emerges as concretization in the human consciousness or un-
consciousness (“le concret”), and third, the reality which comes to light through poetry 
and which still needs to be examined. For Aragon, the true essence of reality lies in the 
“surréalité”, a “surréalité” which is born of the connection of subjective experiences in the 
field of potentiality and concrete reality. Following Aragon’s dialectical argument, the real 
139 Id, p.24.
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can never be real or exist only by itself as an isolated entity, and thus the unreal can never 
be unreal in the common sense of the word. The accomplishment of the “surréalité” lies in 
overcoming but not dissolving these negations, or, as Billermann expresses it, in accepting 
the “surréalité” as real and ideal world and as a concrete, aesthetic state of mind (Biller-
mann 2001: 242).
As Surrealist art and literature offer vast interpretative possibilities due to their para-
doxical and provocative character, so do the Surrealists’ statements and definitions con-
cerning Surrealism. In the beginning of the first Manifesto, Breton expresses himself clearly 
against “utilité arbitraire” which has replaced unlimited childhood imagination. But later 
he suggests using the dream as a functional, thus practical tool for solving problems. If 
Breton remained true to his argument which implies the negation of arbitrary utility and 
practical necessity in general, he could not describe the dream as a useful instrument for 
solving problems, because once the dream is described as useful, it would fall into the 
same category that Breton rejected earlier on. But in doing so, by describing the dream as 
a useful utility, he contradicts himself in his first basic assumptions. This is a sign of the 
general eclectic attitude among the Surrealists, which can be seen in relation to hypertext 
research. 
The Surrealist concept of the dream was surely inspired by Freud, but in contrast to 
Freud, whose aim was to examine dreams from a scientific point of view, the Surrealists 
were not interested in an exact examination of psychological phenomena to come to a 
better understanding of the human being and its problems. Their interest in dreams was 
mainly nourished by the total rejection of positivism and rationalism which characterized 
the social, political, and cultural attitudes at that time. It would be a mistake to equate Sur-
realism with Freudian dream analysis. Freud was a very rational thinker, and the Surreal-
ists denied rationality. Freud was interested in research to contribute to scientific progress, 
the Surrealists did not believe in the power of science, as a result of World War I. Hegel’s 
idealism and Marx’s criticism of materialism became their life philosophy, as the Second 
Manifesto clearly shows. To reduce Surrealism only to dreams would be wrong, because 
there is a crucial difference between dreams and reality. In reality, the subject still decides 
what to do and which route to take. Adorno even considers the subject more open and 
unchecked in Surrealism than in dreams because it uses all its energy for self-annihilation 
(Adorno 1956: 33). 
Breton’s first Manifesto is clearly inspired by Freudian thinking whereas the second 
manifesto shows a strong inclination towards Hegelian thoughts. Hegel’s dialectics and 
his concept of universal elasticity served as an inspiring force for the Surrealists, both on a 
political and ideological scale and on an artistic one. The Surrealist understanding of Hege-
lian writings was based on the strong rejection of the status quo, the stationary and passive 
character of society and politics. Instead of choosing a more moderate attitude to contrib-
ute to a change in society, for example the critical rationalism later on promoted by Karl 
Raimund Popper140, they opted for an anarchist attitude. What the Surrealists understood 
of Hegelian dialectics was this certain type of universal elasticity which apparently unified 
140 Popper even dedicated the entire second part of his  The Open Society and Its Enemies to Hegelian 
and Marxist criticism by labelling them as false prophecies (cf. Karl Raimund Popper, 1945. Die offene 
Gesellschaft und ihre Feinde, Band II. Falsche Propheten, Hegel, Marx und die Folgen. 1992. Tübingen: 
J.C.B.Mohr (Paul Siebeck).
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all types of contradictions and thus became relevant for the arts and artists and creative 
productions in general. Writings on the identity of the literary text served furthermore as 
explanatory models for the Surrealists in this field of elasticity because for meaning was 
not something present, inherent or simply given to the text, but could only be achieved 
through the act of reading and could only be brought to life due to the reading experience 
of the single reader. Anna Balakian points out that:
[…] [by] adding alongside the word “text” the terms “image,” “object,” and “life-
experience,” we have a definition of interpretation as understood by the surrealists. 
Decades before the current popularization of phenomenology that would generate 
applications to literary criticism, the surrealists attempted to demonstrate and per-
haps prove (to themselves at least) the same hypothesis, based on their understanding 
of Hegel on the concrete level of the arts through verbal alchemy, object manipulation, 
and ambiguous behavior. […] In Le Surréalisme et la peinture, Breton states clearly the 
power of subjectification that transforms a reality circumscribed in time and space 
into a vertiginous one.141
The Surrealists’ inclination to communism and the readings of Marx is also reflected in 
their conception of image. Usually and traditionally, the image was seen as a something 
which was inspired by the outer reality and which reproduced this outer reality anew. This 
was different for the Surrealists who perceived the image as already created and anticipat-
ing the reality, which then makes reality happen or come to life. The image predicts the 
reality, it invents and foresees it. In that case the usual formula of M-I-M (monde-image-
monde//world-image-world) does not work any longer and is replaced by the one of I-M-I 
(image-monde-image//image-world-image). I agree with Jean-Marie Apostolidès who sees 
a clear parallel with the Marxist concept of economic process and development:
M – A – M et A – M – A, dans lesquelles M désigne la marchandise et A l’argent. On 
comprend ainsi que le mouvement imaginaire prend son élan dans celui de l’économie 
matérielle qui le précède.142 
My own translation:
M – A – M and A – M – A in which M means products and A money. Thus one un-
derstands that the imaginary movement takes its impulse from its predecessor: the 
materialist economy.
In that particular case we also find a strong allusion to Hegelian dialectics, strongly re-
jected by Marx himself who claimed that his dialectic method was clearly the opposite to 
the Hegelian one.  For Hegel, the idea, or the process of thinking, was responsible for the 
creation of the real world and thus disqualified the real world as an independent thing. 
It only existed and was created through our mind and then again reinfluenced our mind 
141 Anna Balakian, 1988. The Surrealists in the Light of Recent Theoretical Criticism. Symposium. A 
Quarterly Journal in Modern Foreign Literatures, XLII (3), p.176.
142 Jean-Marie Apostolidès. 1990. Du Surréalisme à l’Internationale situationniste: la question de l’ima-
ge. In: MLN. French Issue, 105 (2), p.745.
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back. I personally see a stronger conceptual similarity to Hegelian dialectics than to Marx-
ist dialectics. The Surrealists have chosen a formula from Marx to express their ideas based 
on Hegel.  This process of combining Marxist and Hegelian thinking is on the one hand 
ambivalent, but if ambivalence is crucial for the Surrealists, it is therefore consequent in its 
inconsequence and logic again.
The spiritual fathers of historical and political ideas had an extreme influence on the 
Surrealists and regardless of the artistic production, from poetry to painting, from movies 
to manifestos, the main aim of Surrealist actions were dedicated to revolution. Jean-Louis 
Houdebine differentiates three practical levels of Surrealist actions and ideas. He differen-
tiates between the historical, political, and ideological-theoretical praxis. On the level of 
historical praxis the Surrealists supported the USSR and any kind of revolutionary action; 
on the level of political praxis they made public their support for the PCF of which the 
most important members of the Surrealist movement, Aragon, Breton, Eluard, Péret, and 
Unik became members. The level of ideological-theoretical praxis seems to be the one most 
relevant to my research because it implies a massive criticism of the bourgeois philoso-
phies such as positivism, positivistic rationalism and spiritualism; the approval of Marxist 
theories concerning their concept of dialectical and historical materialism; the approval of 
Freudian ideas; and substantial allusions to oriental texts (Houdebine 1970: 85-86).
The Surrealist ideology is against the existing ideologies, regardless of their color.  It is 
the complete denial of the current culture and wants to destroy that culture and the inher-
ent logic of that culture. The Surrealists are against logic and in favor of analogical think-
ing which is of an ambivalent character; ambivalence for the hated alternatives to logical 
rationalism. For Breton, the Surrealist ideology is based on an open rationalism which, in 
Jean Decottignies’ words, derives from a non-Euclidian geometry, a non-Newtonian me-
chanics and a non-Maxwellian physics (Decottignies 1971: 121). 
How does one summarize what Surrealism is or is not? This question is impossible to 
answer in full, and the Surrealists themselves were strongly against any kind of categoriza-
tion of their movement. Penelope Rosemont calls Surrealism a movement that
[…] has never let itself be locked up in the dungeons of narrow definition. It has 
neither dogma nor catechism. Before one can grasp what is at stake in surrealism, one 
must first perceive that the many cages in which journalists, critics, and its other ene-
mies keep trying to confine it are in fact empty and that surrealism is elsewhere.143
One common mistake is to equate Surrealism with unreality and the world of fantasy. In-
stead, it is actually towards widening the common perception of reality. Trying to resolve 
the conflict between conscious and unconscious, Surrealism proposes a sensitive awareness 
of reality which should be opened to the Marvelous. The main aim lies in tearing down 
the limitations of our imagination in order to free our unconscious mind and to cultivate 
the art of the extraordinary and inexplicable. One of the main drives within the movement 
was the concept of desire and otherness, because desire assumes the otherness for its own 
existence. It was not a movement escaping from reality via the dream, on the contrary, the 
143 Penelope Rosemont, 1998. Surrealist Women. An International Anthology. Austin: University of 
Texas Press, p.xxxii.
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unbound spirit of the dream should become a part of reality, a reality the Surrealists ac-
tively tried to change. In contrast to Dadaism, the Surrealists had clear socio-political aims 
and did not only want to make some noise, but wanted to engage in new social challenges. 
Mary Ann Caws describes their aspirations as “serious”:
Their concerns were serious, and their commitment to a dialogue with the other en-
tailed actual political engagements, such as their attacks on French colonialism and 
nationalism, their serious thinking about the reconciliation of orthodox Marxism with 
avant-garde experimentation, their anti-fascist campaigns and their later anti-Stalinist 
efforts.144 
Surrealism embraced many artistic techniques, but not all of them have emerged from this 
movement. The technique of collage had been already used by Picasso and Braque in 1912 
(referred then to as papiers collés), and later on by the Dadaists, but the Surrealists perfected 
it, both in literature and in the visual arts. Frottage and grattage were probably the most im-
portant techniques in surrealist painting, for example they were abundantly employed by 
Max Ernst. From a literary point of view, one can list the following techniques as typical of 
the Surrealists: Automatic writing, Calligrammes, Collages, Cut-up technique, Dream re-
sumés, Exquisite corpse (games), and Ready-mades. The Ready-mades are strongly related 
to collages, but have a greater emphasis on returning to the already-known: 
Rather than the generation of something new, an unprecedented image or metaphor, 
the readymade is that to which the artist or poet responds, a recognition of the fami-
liar made strange through repression: “automatism’s relation to the visual not as a 
strange conflation of objects, and thus the creation of new images, but as a function of 
the structure of vision and its ceaseless return to the already-known”.145
The idea of the ready-made can be compared to the emergence of hypertext literature on 
the World Wide Web, as the following section will show.
5.3.  textuALity At itS beSt: HypertextuALity And 
 itS LiterAry conceptS 
5.3.1		 Hypertext	theory:	Reading,	writing,	and	the	human	mind
Every single theory of hypertextuality implies thoughts, ideas, descriptions and criticisms 
of the act of writing and reading within this new medium in comparison or contrast to the 
traditional role of the author and the reader in the age of print. Just as Landow is a good 
example of the current hypertext theorists who focused on critical theory, Jay David Bolter 
can be seen as the representative of hypertext theorists who concentrate on the paradig-
matic comparison of writing and reading within a hypertextual document and writing and 
reading in the age of print taking into consideration the human mind. In this subsection I 
will focus mainly on his work Writing Space. The Computer, Hypertext, and the History of 
Writing. Hillsdale, New Jersey: Lawrence Erlbaum Associates.
144 Mary Ann Caws, ed., 2004. Surrealism. London: Phaidon Press, p.17.
145 Steven Harris, 2004. Surrealist Art and Thought in the 1930s. Art, Politics, and the Psyche. Cam-
bridge: Cambridge University Press, p.3.
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In this book, published in 1991, Jay David Bolter emphasizes the flexibility of writing 
within new media, but he is also aware of the fact that good and bad writing, as well as 
those careful and superficial reading will threaten quality. The book as something real 
which we can feel on our visual and tactile senses stands in a strong opposition to hyper-
text. The solid character of a printed book, once upon a time compared by Victor Hugo to 
the durability of a stone cathedral, has not got anything in common with the fluent and 
breakable character of electronic reading and its memorized or saved form on a floppy 
diskette, a CD-Rom, or a website. In Bolter’s view:
Electronic technology remakes the book in two senses. It gives us a new kind of book 
by changing the surface on which we write and the rhythms with which we read. 
Electronic writing turns out to be both radical and traditional. It is mechanical and 
precise like printing, organic evolutionary like handwriting, visually eclectic like hie-
roglyphics and picture writing. On the other hand, electronic writing is fluid and 
dynamic to a greater degree than any previous technique.146 
Although text, in any decade or century, was not written on papyrus or paper, but also 
came to life in the mind of each reader, this textual mind nowadays plays an even more 
important role in creation and understanding, and is highly dependent on the medium, 
which Bolter calls the fourth great technique of writing besides the ancient papyrus roll, 
the medieval codex, and the printed book. This electronic writing, due to its limitlessness 
concerning the act of writing and reading, becomes an unmediated thought. The question 
arises, whether we could separate thought from writing anyway, to “dissolve the frag-
ile barrier between the human mind and technology, to create the ultimate machine that 
merged with the mind” (Bolter 1991: 217). But the question would then be whether “we 
[are] left with mind-machines (computers that act like human beings) or machine-minds 
(human beings whose minds are computers)” (Bolter 1991: 217-218)?
It does not matter about which act of writing we are talking, if it is writing on a page, 
as used in print-culture, or writing on a page, as in Digital Culture, but in both ways we 
externalize our thoughts and our minds, which then become a writing space for the writer. 
All forms of writing are spatial, and the writing space for hypertexts is the computer’s 
screen on which the texts are displayed and in which the electronic memory is stored. The 
blurred boundaries between mind and writing are of a fluent nature which makes it dif-
ficult to decide, where one ends, and the other begins, which reminds us of the Surrealist 
concept of “automatic writing”. The human mind can thus be described by the metaphor 
of the “writing space“, but it would be a mistake to assume that this writing space is a 
fantastic new invention of the digital era which takes cognitive processes into account, and 
on the contrary, it finds itself in usual territory of promises to destroy the obstacle standing 
between thought and writing, to “join the mind and writing surface into a seamless whole” 
(Bolter 1991: 206).
In Bolter’s view, the computer provides us with a new writing space, a new spatial way 
of writing. Each kind of writing possesses spatial dimensions, dependent on the respective 
technology at a certain time, whether it is the space of a cave wall, or of a papyrus roll, or 
146 Jay David Bolter, 1991. Writing Space. The computer, hypertext, and the history of writing. Hills-
dale, New Jersey: Lawrence Erlbaum Associates, p.3-4.
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for centuries, of a page (especially in a bound volume), and now of a computer screen.  The 
word “spatial” is taken from an architectural vocabulary, demonstrating the contrast to hi-
erarchical types of construction, and, in a figurative sense, we can say that these hierarchical 
types of construction within literature are represented by the seemingly cathedral-stable 
printed book editions. The conceptual space of electronic writing is in clear contradiction 
to this since it is based on the concepts of hypertextuality which we already discussed ear-
lier on. Each of these divergent spaces demands different ways of writing and reading as 
well as different perspectives concerning literary theories. Throughout the centuries, not 
a single literary theory was focused or based on the representational form of the relevant 
content, for example paper, but a theory of or on digital literature needs exactly this kind 
of concentration and analysis of the medium it is represented within.  
Throughout his arguments, Bolter establishes a parallel between architecture and art 
in general. As far as the act of writing is concerned, Bolter emphasizes the externalization 
point, which means that the writer externalizes her/his own thoughts and ideas:
The writer enters into a reflective and reflexive relationship with the written page, 
a relationship in which thoughts are bodied forth. It becomes difficult to say where 
thinking ends and writing begins, where mind ends and the writing space begins. 
With any technique of writing [...] the writer comes to regard the mind itself as a 
writing space. The writing space becomes a metaphor, in fact literate culture’s root 
metaphor, for the human mind.147 
If one continues to follow the technological aspect of language in general, written or spo-
ken, one can then, in the act of reading, establish an important cognitive difference. When 
we are listening to a story, or to a spoken text, we hear the words which flow directly into 
our mind, but when we read a text, we have to interpret these words to move them to our 
minds. Bolter also underlines this theory with an allusion to etymology, this time to the 
Anglo-Saxon one, in which the word “raedan“ is seen as the origin of the English verb 
“to read“, and this Anglo-Saxon word means “to give counsel, to interpret“. This view of 
reading as an act of interpretation for which one needs a certain amount of collected infor-
mation, a drawing together takes place in ones’ mind, can be associated with the Romanic 
words for reading, such as lecture (fr.), lettura (it.), lectura (sp.) etc., stemming from the 
Latin word lego.  Etymologically speaking, the word lego describes the process of gathering 
or collecting, and in a more metaphorical sense it can mean to navigate, to traverse. In this 
particular sense, the act of reading can compare the reader’s course of action as “to gath-
ering up signs while moving over the writing surface. The reader on a journey through a 
symbolic space - this image, which fits all technologies of writing, is particularly appropri-
ate to electronic writing” (Bolter 1991: 108). 
One of the main differences between reading a printed text and reading a hypertext is 
the completeness of it. If we talk about Shakespeare’s Merchant of Venice, for example, we 
can all assume to have read the same text, maybe not the same edition, but word by word 
it is known by each of the readers. We know the beginning, the middle, and the end. This 
assumption is not valid any longer while talking about an electronic book, because each 
147 Id., p.11.
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reader chooses different paths through the hypertext, gets to different information, gets 
lost in different ways, and back or forward in a different way. Thus one can only say that 
we traveled in and surfed the same textual network, and this individual reading causes to 
the problem of unity, but not the one of uniformity, or, as Bolter expresses it:  
The printing press was the great homogenizer of writing, whereas electronic techno-
logy makes texts particular and individual. An electronic book is a fragmentary and 
potential text, a series of self-contained units rather than an organic, developing who-
le. But fragmentation does not imply mere disintegration. Elements in the electronic 
writing space are not simply chaotic; they are instead in a perpetual state of reorgani-
zation. They form patterns, constellations, which are in constant danger of breaking 
down and combining into new patterns. This tension leads to a new definition of uni-
ty in writing, one that may replace or supplement our traditional notions of the unity 
of voice and of analytic argument. The unity or coherence of an electronic text derives 
from the perpetually shifting relationship among all its verbal elements.148 
The writing space within an electronic book provides the writer with the possibility of pro-
ducing several trains of thought and multiple arguments, embodied in the spatial struc-
ture of hypertext, which is nonlinear. Modern fiction in particular is by nature open to 
experimental procedures, playing with the more autonomous role of the reader and often 
leaving her/him with an open-end to the story. The thus created fictional space shows a 
tremendous flexibility, offering the reader a variety of possible plots and perspectives. But 
not every hypertextual fiction is interactive fiction, which allows the reader to contribute 
from a creative point of view to the unfolding of the story, although it is the reader who 
determines at the time of reading the special order of the chosen episodes. Most of the so-
called „interactive fictions“ present textual fragments made, and only made, by the author, 
and sometimes the author can impose reading restrictions and thus puts the reader once 
again in a chronological reading tradition. In the case of Une histoire de science fiction, the 
readers are not left with an open-end to the story, but with the sudden end of this Surrealist 
story. Like in a Brechtian epic theatre play, it ends abruptly, confronting the reader with this 
unexpected end and with explicit accusations (cf. sections 6.9 and 6.10). 
One of the most famous interactive fiction examples, Afternoon149, created in 1987 by 
Michael Joyce, does not allow the reader to intervene in the story itself, but invites him to 
experience the rapidity of reading an interactive work of fiction, confronting him with over 
500 episodes and over 900 connections. Bolter illustrates the differences between Afternoon 
and regular written fiction in underlining that in interactive fiction only multiple read-
ings exist, but not a story at all, because each single reading, or each particular version of 
reading, determines the course of the plot, the characteristics of contradictory outcomes. 
In reading Afternoon, the reader not only finds himself confronted with the struggle of its 
protagonist, but also his own during the act of reading, or as Bolter describes it:
148 Id., pp.8-9.
149 Michael Joyce, 1990. Afternoon: A Story. Cambridge, Mass: Eastgate Systems. Available as CD for 
Macintosh and Windows, cf. distribution catalogue at http://www.eastgate.com/catalog/Afternoon.
html.
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The need of the reader to struggle with the story mirrors the struggle that the cha-
racter goes through.  It becomes an allegory of the act of reading. The struggle for 
meaning is enacted by the characters in “Afternoon”, which is by now a conventional 
theme of 20th century literature. What is new is that the allegory is played out by the 
reader as he or she reads. “Afternoon” becomes the reader’s story as they read: their 
actions in calling forth the story, their desire to make the story happen and to make 
sense of what happens, are inevitably reflected in the story itself.150 
The problem of reading is the important issue in any kind of interactive fiction, due to the 
solely one-dimensional perspective of the reader. Even though s/he chooses at random the 
different paths to follow, the act of reading remains a hierarchical one. One can only read 
word by word, whether we jump from one page to another or not, and we read from one 
second to the next, and within that time space one cannot move back or forward. Bolter 
is aware of this phenomenon, but tries to encourage reading in multiple ways, for which 
until now, has not offered a scientifically approved methodology. The most important 
feature in reading a hypertext is not to train oneself to use multidimensional ways of 
reading, but to train the mind in recognizing by intuition the spatial structure. Interac-
tive fiction is truly non-static, but still time-bound, not within the fictional plot, but due 
to the real time one spends in front of the computer screen. Bolter calls the reading of an 
interactive work of fiction a game, because as with computer video games, playfulness is 
an important quality, and in this type of fiction, if one replaces the word playful by read-
erly. Author and reader can have a variety of relationships with each other and with the 
medium, some are more flexible and less hierarchical than the others, some even offer to 
the writer co-authorship. 
Bolter emphasizes that, in the electronic writing space, the distinction no-longer ex-
ists between writing and interpreting a text, because every reading of a text is a rewriting 
of the text, and therefore to read is to interpret. Even though Bolter also refers to critical 
theory and the similarities between them and the hypertext theorists, he is of the opinion 
that writing in and with this new medium needs a new literary theory for an appropriate 
understanding of the phenomena, and not just references to canonized theories on decon-
struction, because deconstruction was meant and created for textuality emerging from a 
technology of print.  In a detailed way, he compares the history and characteristics of the 
book, and the history of written texts, to the history and characteristics of hypertext. In-
stead of only reaching out to postmodernism, he uses the book as a constant reference to 
talk about the digital medium. Although Bolter is amazed by the new possibilities of writ-
ing and reading, he remains realistic, stressing that the acclaimed revolutionary infinity 
and endlessness of hypertexts is a myth, because electronic texts are still the product of hu-
man beings, still finite ones, and that the computer itself possesses a limited memory. One 
of his greatest achievements lay in the concept of the human mind as the great interpreter 
and creator of any kind of text, whether it is a printed text or a hypertext.  
150 Bolter, 1991, p.126.
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5.3.2.	 Hypertext	and	the	concepts	of	multi-vocality,	decentering,	and	rhizome
The metaphor of “rhizome“ had already been applied to printed texts, but it became a 
widespread and frequent one to illustrate the characteristics of hypertext. The books by 
Gilles Deleuze and Félix Guattari, serve as references, specially their work A Thousand 
Plateaus151, leading the reader to a self-determined way of reading. This book possesses 
hypertextual qualities, due to the autonomous but cross-referential fragments which can 
be understood by the reader in an independent way. The metaphor of “rhizome“ has to be 
understood as the build up of several plateaus which continuously develop without any 
kind of clear direction, orientation, or even foreseen end or destination. Stuart Moulthrop 
refers to Deleuze’s and Guattari’s work as 
[…]a chaotically distributed network (the rhizome) rather than a regular hierarchy 
of trunk and branches. “Many people have a tree growing in their heads,” Deleuze 
and Guattari observe, “but the brain itself is much more a grass than a tree” All the-
se metaphors attempt to displace a language founded on logocentric, hierarchically 
grounded truth and replace it with an unfounded play of anarchistic, contingent pa-
ralogies.152
With regard to the aspects of multivocality, decentering and rhizome, Landow describes 
the non-tyrannical voice within a hypertext document, a voice made into letters, a visu-
alised voice, which is not only focused on one author, but could include various authors 
or/and the reader if s/he had the opportunity to contribute independently to the creation 
of a hypertext. Hypertext, as an open and intertextual document, allows several voices to 
be heard, or, better, to be seen on screen. Once again, the allusion to postmodern theorists 
seems to be essential for Landow’s train of thought, due to his ongoing references for jus-
tifying the presented ideas: 
If Derrida illuminates hypertextuality from the vantage point of the “bite” or “bit”, 
Bakhtin illuminates it from the vantage point of its own life and force - the incarnation 
or instantiation of a voice, a point of view, a Rortyian conversation. Thus, according 
to Bakthin, “in the novel itself, nonparticipating ‘third persons’ are not represented in 
any way. [...]” In terms of hypertextuality this points to an important quality of this 
information medium: hypertext does not permit a tyrannical, univocal voice.153
The aspect of decentering lies very close to the one of “rhizome“, also embodying a non-
hierarchy, including the comparison with nature. In contrast to the well-known tree-struc-
tures of texts, the rhizome has not got a clearly defined starting or destined point, but 
instead a self-producing and growing middle. Therefore the rhizome is an antigenealogy 
or antimemory. The anarchical character of hypertext might be well underlined by the rhi-
151 Cf.  the following edition used for this research: Deleuze, Gilles and Felix Guattari, 1980. A Thou-
sand Plateaus. 2004. London: Continuum International Publishing Group Ltd.
152 Stuart Moulthrop, 1994. Rhizome and Resistance: Hypertext and the Dreams of a New Culture. In: 
George P. Landow, ed. 1994. Hyper/Text/Theory. Baltimore and London: The Johns Hopkins Univer-
sity Press, p.301.
153 Landow, 1997, p.36.
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zome-metaphor, because there is no beginning or end, and the reader can enter and leave 
it in various ways. Closely associated with that, we find the concept of nomadic thought, 
because “we write ourselves in the gap of nomos, the nomadic”, as Michael Joyce describes 
it (Joyce 1995: 207).
5.3.3.	 	Hypertext	theory	and	the	problems	of	terminology
As became clear in the previous sections and subsections, hypertext theory faces serious 
problems concerning terminology. The abundant use of already overused vocabulary, such 
as nonlinearity or intertextuality, might lead to misunderstandings or to countless explana-
tions as to which particular sense of the word was meant while using it in a particular con-
text. Many hypertext theorists are aware of this danger, but still continue to use hackneyed 
and well-worn vocabulary. But some theorists are contributing a lot to the creative process 
of inventing new vocabulary. Espen J. Aarseth is definitely one of the best examples, for 
which reason I have chosen him to illustrate the problems of terminology and the attempts 
to solve them.  
In his book Cybertext. Perspectives on Ergodic Literature154, Aarseth suggests creating ne-
ologisms to substitute highly charged canonized vocabulary, and by doing so, he expects 
widespread criticism, declaring it useful for the ongoing development of original hyper-
text theories, of which the discovery and creation of new vocabulary forms an essential 
part. In his own words, he says, that:
I can only hope [the new terms] are useful enough to be rejected audibly [...] Any va-
lue they may have is probably going to be transitional and will recede as the discourse 
on (and of) “electronic writing” continues to establish itself among the various “area 
studies” of cultural critical theory. My extensive construction and use of neologisms 
[...] is a sure sign of the tentative, rapidly changing phase we are going through at the 
moment.155
Aarseth has a refreshing new point of view concerning hypertext by inventing a new vo-
cabulary and by focusing in a more detailed way on literature emerging in the World Wide 
Web. His book offers concentrated research on the problems of digital fiction. Already the 
title implies the usual approach of inventing a new vocabulary and raises the question of 
what a cybertext implies, and what is ergodic literature. In contrast to most of the other 
hypertext theorists, Aarseth does not create a parallel based on critical theory and does not 
begin his argument by showing the common similarities, but immediately explains the 
meaning of the book’s title.
The roots of the word cybertext can be detected in 1948 when Norbert Wiener published 
his book Cybernetics; or, Control and Communication in the Animal and the Machine156 with 
the Technology Press in New York. The relationship established between animals and ma-
chines, between organic and inorganic systems, suggests a perspective which takes both 
154 Aarseth, Espen J., 1997. Cybertext. Perspectives on Ergodic Literature. Baltimore: The Johns Hop-
kins University Press.
155 Id., p.182.
156 Cf. the following edition: Norber Wiener, 1948. Cybernetics; or, Control and Communication in the 
Animal and the Machine. New York: Technology Press.
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systems into account and which does not limit itself to only one aspect. The neologism 
cybertext embodies this fundamental idea of non-exclusiveness and promotes a balanced 
concept for digital literature:
Cybertext […] is not a “new”, “revolutionary” form of text, with capabilities only 
made possible through the invention of the digital computer. Neither is it a radical 
break with old-fashioned textuality, although it would be easy to make it appear so. 
Cybertext is a perspective on all forms of textuality, a way to expand the scope of litera-
ry studies to include phenomena that today are perceived as outside of, or margina-
lized by, the field of literature – or even in opposition to it, for […] purely extraneous 
reasons.157 
Due to Aarseth’s definition, the word cybertext becomes more transparent and logic, and in 
the same way he introduces the reader to his other neologism, the so-called ergodic litera-
ture, which was inspired by physical terminology, and which was derived from the combi-
nation of the Greek words “ergon”, meaning “work”, and “hodos”, meaning “path”. While 
in the middle of a cybertextual process, ‘the user will have effectuated semiotic sequences, 
and this selective movement is a work of physical construction that the various concepts 
of “reading” do not account for”’ (Aarseth 1997: 1). Aarseth calls this phenomenon ergodic, 
also presupposing a non-ergodic literature while asking/explaining that:
So what exactly is the difference between the ergodic and the nonergodic work of art? 
If we are to define the difference as a dichotomy (and such a definition may well end 
up serving the ideology it is trying to unmask), it would have to be located within 
the work rather than within the user. The ergodic work of art is one that in a material 
sense includes the rules for its own use, a work that has certain requirements built in 
that automatically distinguishes between successful and unsuccessful users.158
In choosing the terms cybertext and ergodic literature, Aarseth makes the interaction of man 
and machine more obvious, and underlines the crucial interdependence between them in 
the terminology, which is missing in the term hypertext. 
Aarseth goes on to define a clear border between non-ergodic and ergodic literature by 
using the terms of linearity and nonlinearity as well as the term labyrinth, which had been 
used before by a lot of other hypertext theorists. The difference is in the fact that Aarseth 
is focusing more on the point of falsification than on the one of verification. Most of the 
hypertext theorists see non-linearity as the possibility of multiple choices of how to read a 
text, the variety of different reading experiences, which, of course, is totally true. Aarseth 
also agrees, but he offers a perspective on the unread texts, too:
When you read from a cybertext, you are constantly reminded of inaccessible stra-
tegies and paths not taken, voices not heard. Each decision will make some parts of 
the text more, and others less; accessible, and you may never know the exact results 
157 Aarseth, Espen J., 1997. Cybertext. Perspectives on Ergodic Literature. Baltimore: The Johns Hop-
kins University Press, p.18. 
158 Id., p.179.
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of your choices; that is, exactly what you missed. This is very different from the am-
biguity of a linear text. And inaccessibility does not imply ambiguity but, rather, an 
absence of possibility-an aporia.159
He is strongly against the perpetual allusion to and application of theories of literary criti-
cism and underlines the necessity of questioning terms and concepts already familiar to us, 
such as the one of the role of the text and the medium, and notes that we urgently need to 
have a plan of the research field that we want to analyze, a “textonomy (the study of textual 
media) to provide the playing field for textology (the study of textual meaning)” (Aarseth 
1997: 15).
In contrast to a lot of quoted theorists, Aarseth does not claim Cybertext as something 
spectacularly revolutionary or innovative due to the medium of the computer, and he does 
not describe it as the means of breaking with traditional textuality, but he underscores its 
capacity of perceiving all types of textuality. 
Unlike George P. Landow and other hypertext theorists, Aarseth refers to “text“ more 
as something observable than metaphysical, he puts himself closer to a philological ap-
proach to hypertext than to a poststructural “galaxy of signifiers“. To illustrate the con-
cept of Cybertext, he presents a diagram called “The Textual Machine“(Aarseth 1997: 21, 
fig.1.1.), where he puts text as an equivalent to machine, which is not to be interpreted 
metaphorically but as “a mechanical device for the production and consumption of verbal 
signs”, and this machine “is not complete without a third party, the human operator, and 
it is within this triad that the text takes place” (Aarseth 1997: 21). 
Aarseth criticizes not only the overused vocabulary within the field mentioned previ-
ously to explain hypertextual characteristics, but also the paradigm of critical theory and 
hypertext theory. In his opinion, hypertext literature, which he later on calls hyperfiction, 
does not have a duty to respond to questions concerning practicality, but rather has to be 
seen as a literary work of art. He is mostly questioning the way of reading, often claimed to 
be something extraordinary and revolutionary within digital fiction or any kind of hyper-
text, instead of the way of writing. The way of writing is, without doubt, something differ-
ent in comparison to written text in print media, due to the integrated links. Therefore he 
alludes to Barthes, but not for finding a justification for his point of view, but to show how 
different and wrong Barthes’ conceptions can be for hypertexts:
   
For Roland Barthes, tmesis is the reader’s unconstrained skipping and skimming 
of passages, a fragmentation of the linear text expression that is totally beyond the 
author’s control. Hypertext reading is in fact quite the opposite: as the reader explores 
the labyrinth, she can not afford to tread lightly through the text but must scrutinize 
the links and venues in order to avoid meeting the same text fragments over and over 
again.160
Aarseth draws a significant line between art and hyperfiction, removing the term hyper-
text from a pure and unilateral perspective taken by structuralists or semiotics, but without 
159 Id., p.3.
160 Id., p.78.
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denying its importance for hypertext research. He instead limits it by claiming that hyper-
text and poststructuralism do indeed meet in the field of general aspects of textuality and 
writing.  A work of art like hyperfiction can be entered at several stages of development, 
as long as it has been put on the World Wide Web. And entering a work at various stages, 
allows one to be an active observer and follower of its development, temporally and mean-
ingfully, which leads to a simultaneity or contemporaneity between the observer and the 
work of art. And this contemporaneity is responsible for a necessarily new aesthetics to 
be applied to this phenomenon, because in comparison to fixed art, whether this refers to 
fixed texts on paper, or whether this refers to paintings on canvas, whether it is literature 
or other visual expressions of art, art on the Internet needs a totally different method to 
analyze its aesthetics. 
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6.  Intertextuality in Une 
histoire de science fiction: 
a media-specific analysis
6.1.   tHe titLe in reLAtion to tHe front cover
Hypertexts, in particular literary hypertexts, promise to offer a new way of reading and 
writing in an electronic environment. Despite the diligence of creating revolutionary and 
extravagant features for a different way of textual production and reception, electronic 
hypertexts still tend to imitate printed book styles, and Une histoire de science fiction is no 
exception to this rule. Une histoire de science fiction possesses a sort of book cover on which 
the reader has to click to enter the hypertext (Figure 10). 
This hypertext cover gives the same general information than any other printed book 
cover: the title of the work (Une histoire de science fiction), the name of the author (Matt Lech-
ien), and the name of the publisher (Surréaliste éditions). But in addition to these basics, the 
reader is given the opportunity to exploit further publications of this publisher, to check 
out the videos and weekly online journals of Surréaliste éditions. This is made accessible via 
a link system at the bottom of the hypertext cover. At the time of its creation in 2004, the 
link system worked properly and led the curious reader to the various parts of Surréaliste 
éditions. As surrealiste.org changed to realiste.org in 2007, the cover’s link system underwent 
significant changes, forwarding now any access attempt to one of those links to the newly 
created website realiste.org. The front cover serves hence as vivid proof for the hybrid and 
short-lived character of any electronic hypertext and underlines the changeability of digital 
productions as ephemeral phenomena. This idea of electronic based fugacity is resumed at 
the end of Une histoire de science fiction when the first person narrator Dévastator announces 
the death of this téléroman due to the manipulation of another Internet user who accessed 
Une histoire de science fiction (cf. section 6.10). It likewise proves the author’s desire of simu-
lacra while designing the front cover of his hypertext as if it were a traditional book cover, 
although the simulated book cover does not fill the entire webpage, but it is in a centric 
position comparable to a picture in a frame. The background color of this frame is grey 
with a light bluish touch, which is extremely favorable for the eyes when it comes to screen 
readings and writings. 
The theme of the cover is an allegory to the abuse of human rights. This allegory is 
evoked by a collage of the popular image of the declaration of human rights the 26th of Au-
gust 1789 in France (Déclaration des Droits de l’homme et du citoyen du 26 août 1789) together 
with provocative symbols and allusions to current topics of social interest. This technique, 
together with the editor’s unequivocal name, are first indications of the Surrealist charac-
ter of Une histoire de science fiction. Although the technique of collage can be at least dated 
93
Figure 10
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back to Japanese poetic calligraphy in the 10th century161, it became a distinctive part of 
Avant-garde art of the 20th century, in particular of Surrealist art in painting and poetry. 
The well-known image of the declaration of human rights is altered by the introduction 
of an African man who only wears a loincloth and a headscarf. The poorness of his outfit 
stands in vital opposition to the clothes of the other two persons and symbolizes the gap 
between the rich West/European/French and the poor African man. It is the African man 
who holds the declaration of human rights in his left hand and another paper which is ti-
tled “2004 Menteur, Pilleur, Voleur” (“2004 Liar, Looter, Thief”) in his right hand. Another 
antithesis can be found in the red ribbon, the symbol of solidarity for people infected with 
HIV and suffering from AIDS, which is worn by the African man, and the Pfizer-Logo, 
which is worn by the French revolutionary. Pfizer is a pharmaceutical company founded 
in 1849 by Charles Pfizer and Charles Erhart with its headquarters in New York, and it 
develops, among many other pharmaceutical products, medication to treat HIV infections 
(cf.: http://www.pfizer.com). It gained negative fame for monopolizing HIV medication in 
the Third World and Asia as well as for testing unapproved drugs on children in Nigeria 
in 2004. The paper “2004 Menteur, Pilleur, Voleur” is a clear allusion to these accusations, 
for particularly the French word pilleur (looter) can be considered as an efficient play of 
words concerning the word pilule (pill): pilule (pill)>>Pfizer (pharmaceutical company) >> 
pilleur (looter). Already the cover of this literary electronic hypertext mediates the idea of 
intertextuality and Avant-garde technique, together with concrete references to social in-
justice, the misuse and abuse of technology, and the absolute support of the African people. 
The visual introduction of these recurring themes at the front cover of Une histoire de sci-
ence fiction and their paradigmatic development throughout this electronic work closes the 
circle of intertextuality in the epilogue sections, when the reader learns about Dévastator’s 
migration to Africa (Côte d’Ivoire), where he establishes an information and first aid centre 
on HIV/AIDS together with his partner Pimprenelle, a young woman without shelter who 
he meets during the course of the story. 
Summarizing the interconnectivity between title and front cover, it can be clearly 
proved that the media-specific analysis, by taking the layout, design and visual composi-
tion of the cover into consideration, unveils the leitmotivs of Une histoire de science fiction: 
social injustice, scientific abuse and misuse, betrayal and lies. This renders the declaration 
of human rights a historicized lie and a piece of science fiction: the declaration is of a fic-
tional character and it is just a story (histoire) about the misuse of and danger of science.  
As shown above, an important difference can be detected between the front cover of 
a hard copy book and the front cover of an electronic one: The electronic front cover is 
already a part of the storyline, of the content of the book and therefore the primal part of 
any analytic interpretation. Based on the fact that front covers of hard copies are usually 
the result of editorial decisions, they are not taken into consideration for the analysis of 
the book. 
The front cover of Une histoire de science fiction can be seen as an example for Clifford 
Geertz’s definition of culture as text and Louis Montrose historicity of texts and the textuality 
of history (cf. subsection 3.1.5), because the front cover is part of the text, of the Surrealist 
161 Yujiro Nakata presents an excellent overview of Japanese calligraphy in his book The art of Japanese 
calligraphy, in which he also compares poetic and visual aspects. Cf. Yujiro Nakata, 1973. The art of 
Japanese calligraphy. Translated from Japanese by Alan Woodhull in collaboration with Armins Niko-
vskis. New York: Weatherhill.
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story, and already offers the reader important information on French history (the declara-
tion of human rights), and on state-of-the-art technology and its abuse/misuse (Pfizer). It 
reinforces the new historicists’ position that texts are embedded in history and social sur-
roundings and cannot to be understood outside these frames. From a Surrealist perspec-
tive, this collage offers a profound criticism of capitalist structures, the misuse of modern 
technology, and empathetic support for African nations. From a hypertextual perspective, 
it proves the still unbound desire to imitate book style, which will even be intensified in 
the following webpages. 
6.2. SiMuLAcrA And dedicAtion: tHe reAder reSponSe pAgeS 
The reader can click on any point on the cover’s surface to enter the electronic hypertext, 
and finds her/himself at a new webpage with a complete different design and layout. 
Figure 11
This page only contains an invitation for the reader to fill in her/his name and, once done, 
the reader is directly transferred to the next webpage, which is designed as a white sheet 
of paper on a black surface.
The sheet of paper reminds the reader of the blank page between a book’s cover and 
the first real page which might begin with a table of contents or with chapter 1. In printed 
books, these blank pages are used for dedications or acknowledgments, which usually 
occupy just a tiny portion of the available space on this blank page. In this webpage, both 
aspects are considered and imitated: The size of the simulated sheet is far smaller in com-
parison to the simulated sheets of the following webpages, and it is indeed about a dedica-
tion, namely the dedication to the respective reader. In contrast to ordinary books in print 
format, which either already include an official dedication printed on this blank page or 
which supply the blank space for an individual dedication to one specific person, this web-
page can be multi-used. The reader, who has entered her/his name, finds a “personal dedi-
cation” including her/his name on the following webpage, which would read in my case, 
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for example: “Specially dedicated to Alexandra. Amicably Matt.” Although just a tiny ac-
cessory, this personalized dedication renders this literary hypertext already a familiar item 
from a reader response critical position. It gives the reader the feeling of being an active 
part of this hypertext, even though s/he might not have any possibility to alter or change 
this work as a sort of co-author. But the mentioning of her/his name in form of a dedication 
connects her/him ultimately to this hypertext, because what reader would not like to be 
addressed by the author in such a personal way? It is simply nice and comfortable to start 
reading a book which bears a personal note for the particular reader. The level of intimacy 
lies utterly in the hands of the reader who decides how s/he wants to be addressed, e.g. the 
scale of possibilities is indefinite and could range from the first name to the nickname or 
even more intimate names. If the reader refuses to enter her/his name (or any name) and 
rather prefers an anonymous look at the hypertext, s/he is not obliged to fill in any name 
at all. By simply pressing the enter key s/he will also be transferred to the next webpage 
where s/he will be referred to as “Lecteur Masqué”/”reader in disguise” (In section 6.11 of 
my investigation, I will briefly discuss the role of masculine gender in “Lecteur Masqué” 
as a symbol of phallic centrism). 
The dedication page does not only give the reader the impression of being a part of 
this book, but underlines the openness of literary hypertexts. The openness and gratuity 
of this electronic text can be regarded as one important leitmotiv and an indirect criticism 
of capitalism. Digital Media proposes a more democratic, fair, and non-profit approach 
to literature in making it accessible to everybody, an idea which is later on emphasized 
by provocative copyright information written in green ink on the black background just 
below the dedication page: 
Figure 12
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Copyleft SURRÉALISTE Édition & Matt Lechien 1999
The intentional substitution of Copyright with Copyleft intensifies the author’s anti-capitalist 
attitude and leaves no doubt about his political position. This Copyleft information stands 
in strong connection to the idea of dedicating this ebook virtually to everybody who en-
ters it electronically. Media-specifically seen, it is worth considering the chosen color as 
intentional object of visualization. Red would usually be the color of any kind of left wing, 
socialist and anti-capitalist movement, thus the choice of the color green might surprise 
at first sight. The color green is usually associated with nature, environmental issues, and 
green energy. These are all crucial aspects of the following webpages, thus the use of the 
color green already gives the reader a foretaste of the upcoming topics of Une histoire de 
science fiction which include environmental issues and capitalism criticism. As capitalist 
structures are made responsible for environmental pollution and the endangerment of re-
maining natural resources in general, the use of the color green to highlight Copyleft instead 
of Copyright appears as logical consequence. The interconnectivity between environmental 
issues and an anti-capitalist criticism on the one hand, and a Surrealist orientation on the 
other hand, emerge precisely in this green highlighted copyleft information. The Surreal-
ists’ vision was to pull down the barriers of hierarchy and that everybody could be an art-
ist. Surrealism was not understood as a clearly limited artistic movement which only con-
cerned one field of artistic production, but as a life style and artistic philosophy, regardless 
of nationality, social status, or profession. Breton even considered certain characteristics of 
already canonized artists and other personalities as Surrealist ones, as his enumeration in 
the first Manifesto illustrates:
Les Nuits d’Young sont surréalistes d’un bout à l’autre ; c’est malheureusement un 
prêtre qui parle, un mauvais prêtre, sans doute, mais un prêtre.
Swift est surréaliste dans la méchanceté.
Sade est surréaliste dans le sadisme.
Chateaubriand est surréaliste dans l’exotisme.
Constant est surréaliste en politique.
Hugo est surréaliste quand il n’est pas bête.
Desbordes-Valmore est surréaliste en amour.
Bertrand est surréaliste dans le passé.
Rabbe est surréaliste dans la mort. 
Poe est surréaliste dans l’aventure.
Baudelaire est surréaliste dans la morale.
Rimbaud est surréaliste dans la pratique de la vie et ailleurs.
Mallarmé est surréaliste dans la confidence.
Jarry est surréaliste dans l’absinthe.
Nouveau est surréaliste dans le baiser.
Saint-Pol-Roux est surréaliste dans le symbole.
Fargue est surréaliste dans l’atmosphère.
Vaché est surréaliste en moi.
Reverdy est surréaliste chez lui.
Saint-John Perse est surréaliste à distance.
Roussel est surréaliste dans l’anecdote. 
Etc.162
162 André Breton, 1924. Manifestes du surréalisme. 1991. Paris: Gallimard, pp.37-38.
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My own translation:
Swift is Surrealist in malice,
Sade is Surrealist in sadism.
Chateaubriand is Surrealist in exoticism.
Constant is Surrealist in politics.
Hugo is Surrealist when he is not stupid.
Desbordes-Valmore is Surrealist in love.
Bertrand is Surrealist in the past.
Rabbe is Surrealist in death. 
Poe is Surrealist in adventure.
Baudelaire is Surrealist in morality.
Rimbaud is Surrealist in the way he lived, and elsewhere.
Mallarmé is Surrealist when he is confiding.
Jarry is Surrealist in absinthe.
Nouveau is Surrealist in the kiss.
Saint-Pol-Roux is Surrealist in his use of symbols. 
Fargue is Surrealist in the atmosphere.
Vaché is Surrealist in me.
Reverdy is Surrealist at home.
Saint-Jean-Perse is Surrealist at a distance.
Roussel is Surrealist as a storyteller.
The Surrealist’s idea of art/literature was based on the belief that everybody can be an art-
ist or a poet, which is mirrored in Une histoire de science fiction due to its free accessibility, 
which stands in contrast to the capitalist character of wealthy pharmaceutical companies 
exploiting Third World countries for profit. Raphaëlle Moine emphasizes this Surrealist 
radicalism saying that 
[…] surrealism is not about a genre, but about an aesthetic movement, based on foun-
ding and program-like texts (the Manifestos). It is also about revolutionary and sub-
versive ideas involving artistic creation as a way of life, and one’s relationship with 
the world, with oneself, with others, and ultimately with society.163
The green line with the Copyleft information does not serve as a link to Surréaliste éditions 
and remains therefore static, which leaves the dedication website with only one link to be 
found beneath the author’s signature, Matt. 
Following the media-specific method, I analyzed the different typefaces used on this 
webpage and correlated them with the content they represent. As general typeface an 18 
point bold Times New Roman is used for the first two type lines: Spéciale dédicace à…ami-
calment, but an italic typestyle is added only to the second one (amicalment). The signature 
Matt belongs to a handwritten typestyle and has been imported to the webpage as a GIF 
95px X 35 px image, like the following link “Vite, la suite!”(GIF image of 198px X 42 px) 
163 Raphaëlle Moine, 2006. From Surrealist Cinema to Surrealism in Cinema: Does a Surrealist Genre 
Exist in Film? In: Katherine Conley and Pierre Taminiaux, eds. 2006. Yale French Studies, Surrealism 
and Its Others (109), p.98.
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which is put into a Monotype Corsiva typeface. The different fonts are used to illustrate the 
different ideas inherent in each of the four type lines. The first one serves as personalized 
dedication line to the respective reader or the reader in disguise and shows a clear, readerly 
and simple style, because this type line does not have to be emphasized by a typographi-
cal style. The mentioning of the respective reader’s name is highlight enough, and any 
fancy font style could distract the eye from the content, which is, in this case, the simple 
mentioning of the reader’s name. The italic type style of the next line “amicalment” aims at 
imitating the handwritten style of the author’s final dedication line, and the imported im-
age of Matt Lechien’s own handwriting in the third line emphasizes this idea of simulacra. 
It is therefore no surprise to find the main link Vite, la suite! written in Monotype Corsiva, 
a handwritten-alike type style which gives the impression of fluent constancy. The impres-
sion of fluent constancy does not disappoint the curious reader because s/he will find this 
link in the same type style on each following webpage. It will lead her/him constantly 
away from the visiting webpage to the new one and will be her/his only navigational help 
besides the Go back one page icon on the navigation toolbar. It is a remarkable twist in this 
hybrid medium of hypertextuality that one of the few constants is a Monotype Corsiva 
link which accompanies the reader right until the very end of this Surrealist story. Another 
constant can be found in the image of a pen at the bottom of this dedication page (GIF im-
age of 434px X 49px), which is used as a type of logo for this Surrealist work. The pen-logo 
will be found on each of the following webpages and therefore remarkably underlines the 
obvious necessity to make cross-references to printed books (cf. section 6.11 regarding the 
role of the pen as a phallic symbol). 
By clicking on Vite, la suite! (Quickly, the next [page]), the reader is lead to the table of 
contents (Table des matières, GIF image of 327px X 50px) which includes a preface (préam-
bule), an introduction (introduction), seven chapters (chapitre 1-7), an epilogue (épilogue), 
three further links named moral (moralité), license (licence), and downloads (télécharger) 
(Figure 13). Like the front cover of Une histoire de science fiction, the bottom of this webpage 
shows the link system for further exploiting the online magazine Surréaliste éditions. One 
general icon and three special icons can bring the reader via a mouse click to the homepage 
of Surréaliste edition, their special editions, videos and weekly magazines. The Retour but-
ton (GIF image of 108px X 38px) is located below this link system, and the reader can either 
use this button to jump back to the earlier page, or s/he can use the Go Back One Page icon 
on the navigation toolbar of his computer. As recurring image, the pen is illustrated at the 
very end of the simulated sheet, of which the font is kept in white on a black background. 
As already pointed out earlier, the only colorful line is the green Copyleft SURRÉAL-
ISTE Édition & Matt Lechien 1999 on the black background. Apart from the integrated link 
possibilities, this table of contents looks as simple as the one from a printed book. This 
simple structure lets the table of contents appear as a solid, durable, and stable constant, 
and indeed, it will serve as THE backbone of this Surrealist hypertext. 
The invitation to enter the literary hypertext by entering one’s name can be regarded 
as a dialogical process between the reader and the work. In this sense, Iser’s theory of the 
“reader as a constantly floating point within the text who only realizes chunks of the text by 
moving” (cf. subsection  3.1.1) could be applicable in Une histoire de science fiction, whether 
this reader is called an implicit reader or a super-reader, although super-reader would only 
apply as far as the entering of the reader’s name is concerned. This is the only individual 
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freedom the reader has in Une histoire de science fiction, because apart from that, s/he does 
not have the power to change the flow of the story, or to participate as a co-author. From a 
Surrealist perspective, the fact of including oneself (this means her/his name) corresponds 
to Breton’s notion of otherness:
In Breton’s thinking, as it develops, the simple opposition of one and its other gives 
way to a notion of simultaneous experience of ‘one in the other’ (L’un dans l’autre) […]. 
For a number of Surrealists, this can extend to experiences or visions through an other, 
or multiple others.164
Figure 13
164 Mary Ann Caws, ed., 2004. Surrealism. London: Phaidon Press, p.44.
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This notion of otherness is resumed later on (cf. section 6.5), where it rather adopts the 
function of concrete games and plays, whereas it means here the possibility of being a part 
of “the other” or to play various “others” oneself. The fact that one does not have to enter 
a name and that one can do so by giving wrong names reflects the current trend of Second 
life and avatars (cf. section 6.5). 
6.3. PréambUle And introdUction AS expLAnAtory fundA-
 Ment of tHe HypertextuAL And SurreALiSt frAMework 
The préambule et mise en bouche is composed of 218 words and 1101 characters without 
spaces, and is structured in four different bullet points referring to four paragraphs. A 
normal web+bold style with a default font in Times New Roman and size 12 are chosen for 
the text captured within the bullet points, whereas the title is a GIF image of 507px+53px. 
The layout style is the same as the one of the table of contents: a white sheet of paper on a 
black background. 
A typical Surrealist controversy starts directly with the title Préambule et mise en bouche. 
Préambule and mise en bouche belong to two different semantic worlds and are put together 
in a synaesthetic manner. Préambule is frequently used in jurisdictional texts and rather 
rarely in literary ones, where it assumes the function of the more common preface. This 
type of partial synonymy repeats itself in the following Mise en bouche, which belongs to 
the world of food and cuisine, and can be literally translated as “put in the mouth”. Mise en 
bouche stands in partial synonymous connection to the concept of amuse-bouche (to please 
the mouth) or amuse-gueule (the slang version of amuse-bouche, which can refer to the ani-
mal mouth, too). Mise en bouche means any kind of small, delicious food served before the 
official starter, a kind of appetizer prior to the following food and thus initiating already 
an idea of the culinary art of the chef. In that sense, the préambule et mise en bouche serve as 
appetizers in allowing the reader a first glance at what can be expected of this hypertext. 
The first paragraph gives an introductory explanation of how the so-called “téléro-
man” has been accomplished and familiarizes the reader with the digital environment. 
The reader is introduced to a different way of producing literary texts, for Une histoire de 
science fiction has been created with the help of hundreds of Internet users. The author 
Matt Lechien proposed three different follow ups/sequels at the end of each chapter, and 
the Internet readers chose from these three different sequels the one they liked most (“Ce 
téléroman a été conçu épisode par épisode avec l’aide des internautes. A l’issu de chaques 
fins de chapitre, les lecteurs pouvaient choisir parmi trois suites complètement différentes. 
Je poursuivais donc le récit en fonction de l’option ayant obtenue le plus gros suffrage.”). 
The final version of Une histoire de science fiction has thus been a product of joint collabora-
tion, in which the author has ceded a co-determination right to the readers. He expresses 
his gratitude in the first paragraph by thanking all participants for their help and collabora-
tion, and by inviting them to engage again in a new project for creating literary hypertexts 
(“J’en profite au passage pour remercier tous les participants (quelques centaines) en les 
invitant prochainement à réitérer l’expérience;-”) The revolutionary character of digital hy-
pertexts is emphasized later in the second paragraph referring to the literary genres. The 
author praises the revolution of the free book in electronic format and he is convinced that 
it is not simply a short-lived phenomenon, but an enormous catalyst in the field of creation 
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and sharing. He explicitly alludes to the recurring discussion on what is literature or what 
is considered to be good literature (cf. my digression into the history of literary theory in 
section 3.1.): “Si vous pensez que ce mode d’écriture n’a absolument rien à voir avec le do-
maine littéraire, je vous invite à visiter cet ouvrage l’espace de quelques instants afin que 
vous puissiez vous faire un avis en toute connaissance de cause.”  
The third paragraph of this mise en bouche meets the aspirations of an appetizer by 
ironically presenting this ebook as so extremely entertaining, chilling and breathtaking 
that the reader has to fasten her/his seatbelt while reading it. The reference to speed can 
be seen from two different angles: on the one side it alludes to the captivating and exciting 
story, but on the other side it is a clear reference to the different ways of reading offered by 
digital media. Reading through an electronic hypertext is presented as a new and thrilling 
adventure which is unambiguously compared to sexuality, as bonne bourre, the only excla-
mation in the fourth paragraph, is a vulgar expression equivalent to the English “Have a 
good fuck”. Bonne bourre can be taken symbolically for the sometimes extremely vulgar 
expressivity of Une histoire de science fiction and its constant allusions to brothels and pros-
titutes. It is likewise an ironic take-up of the afore mentioned alleged g-rated character of 
this ebook and reflects well the colloquial and often rude style of this Surreal hypertext. 
Summarizing, we can state that the first two paragraphs of the preamble highlight the 
new dimensions of electronic publishing, and that the final paragraphs emphasize the au-
thor’s preference for colloquial and vulgar expressions within this literary hypertext. Matt 
Lechien apparently shares the same enthusiasm for literary hypertexts as George P. Land-
ow does, because both emphasise electronic publishing as a  revolutionary tool for authors 
and readers. Landow’s euphemistic view on hypertext as the place where the author dies, 
intertextuality happens and non-linearity emerges from the ruins of spatial borders can 
only be partly shared, because non-linearity certainly exists next to intertextuality on a 
purely literary level, but it remains undoubtedly in spatial frames. As already explained 
earlier in section 5.1 (Hypertext theory and its theoretical predecessors in the field of nonlinearity: 
from the I Ching to the 20th century), the alleged textual openness to enter a hypertext is not 
given in Une histoire de science fiction). Firstly, the reader has to enter the hypertext via the 
front cover (and only from there is entry possible, cf. section 6.1), then s/he has to enter 
her/his name before either continuing as an “individual reader” or “reader in disguise”. 
Only then does s/he have the first choice to either continue chronologically or randomly 
the reading of this hypertext. 
To continue the reading, the reader is obliged to click on the Retour button or to use 
the Go Back One Page button on the navigation toolbar, which brings her/him back to the 
table of contents from where s/he can chose to continue with the Introduction (or any other 
chapter accessible from the table of contents). From a media-specific perspective, the link 
system does not seem to be well constructed, because it only allows the reader to navigate 
in restricted directions: from the table of contents to a chapter of her/his choice and back. It 
would have been an easy task to further exploit the possibilities of a larger and more varied 
link system, thus the question arises as to whether there might be a purpose in resisting 
the temptation of a more complex link system. As already pointed out before, the table of 
contents is the backbone of this story: After having read a chapter of this ebook, the reader 
is automatically lead back to the table of contents once s/he has clicked on the Vite, la suite! 
button, which assumes the function of the Retour button in all of the seven chapters. Hav-
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ing thus disrupted the potential fluidity of digital interconnectivity between the chapters, 
including the préambule and introductions, the creator of this hypertext purposely draws 
attention to this limited reading way. As the unfolding of the story shows, the restricted 
navigational space corresponds to the limited social possibilities an ordinary human be-
ing can possess in a capitalist society such as France. The Retour or the Vite, la suite! button 
leading always back to the table of content can be considered as an allegory to the limited 
possibilities within a capitalist society. Going back to the table of content does not necessar-
ily mean continuing with this Surrealist hypertext story in a chronological way, but gives 
the reader likewise the possibility to quit the hypertext or to continue with a complete 
different chapter. In this allegorical sense, the Retour button stands for the limited choice 
within a rigid framework, a situation similar to the Surrealists’ one in France of the 1920s 
(cf. section 4.1).
Assuming that the reader chooses a chronological reading path for satisfaction, a click 
on the introduction link at the table of contents leads her/him to a new webpage. The 
introduction is composed of 4 paragraphs, 353 words, 1,666 characters without spaces, 
and a link between the third and fourth paragraph. It starts with a greeting followed by 
a typographical smiley: Salut à vous tous;-) (Hello to everybody). This non-conventional 
greeting formula is used as if the author was greeting his friends, which means the mil-
lions of possible Internet surfers visiting his website. The familiar greeting stands in strong 
support of the Surrealist’s idea of a literature open for everybody without any exclusions 
(cf. section 5.2). The second paragraph ends with a highlighted anti-smiley as the narrator 
tells the reader that something really annoying has happened to him. The third paragraph 
amplifies the given information by mentioning the narrator’s cousin Jean-Louis Molard 
from La Bourboule who apparently has sent him an interesting link about a website called 
Bigue Brozeur. At this particular point the reader finds her/himself confronted with a di-
lemma of truth: 1) is the narrator identical with the author? 2) And if so, does the narrating 
author really have a cousin in La Bourboule, which is a city in the French Auvergne? The 
used language is of an extremely colloquial character (puait), and the idiomatic expressions 
enrich the vividness of this introduction, hence truth and narration seem to merge at the 
fuzzy borders between dream and reality. The reader is asking her/himself if this is indeed 
an autobiographic narration or a fictional tale, a question brought up by a multitude of 
Surrealists works, such as Nadja by André Breton or Le Paysan de Paris by Louis Aragon. 
The combinatory character of narration, dream-based tales and/or experiences, collages 
and illustrations rendered the Surrealist pieces of literature literary works (cf. section 3.1), 
liberating them from a clear genre classification. A link highlighted in blue divides the 
third paragraph from the fourth paragraph, and the reader can choose to follow the link to 
enter the Bigue Brozeur website (Enfin le site à Bigue Brozeur – At last the site on Bigue Brozeur), 
or to continue to read the fourth paragraph. Clicking on the link, one is lead to a webpage 
of light beige background with a blue font color. The incorrect written greeting Welcome in 
Happy New World off Bigue Brozeur is a cultural reference to both George Orwell’s Nineteen 
Eighty-four (and thus to dystopian social orders), reality TV shows (Big Brother), and the 
French way of pronouncing English (cf. section 3.1). 
A sort of navigational toolbar is situated at the top of the welcome showing seven icons 
in blue which are all flagged as links (Figure 14):
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Figure 14
The first link is called accueil (greeting) and refers to the already opened welcoming web-
page. The second link is titled présentation (presentation) and gives information on the com-
pany Bigue Brozeur, which turns out to be a perfect incarnation of greed of gain. As a result 
of the apparently friendly, though incorrectly written, welcoming note, the reader might 
first assume that the reality television show “Big Brother” is meant, which is partly true, 
but not in the first instance. It is rather an allusion to the all controlling party of Orwell’s 
novel, as it becomes obvious that Bigue Brozeur has guaranteed itself an omnipotent pres-
ence on, if not control of, the World Wide Web. The presentation is built on the principles 
of sarcasm and provocation, containing 9 paragraphs and a total of 616 words and 3076 
characters without spaces. Capitalist criticism is already apparent in the first paragraph 
when Bigue Brozeur explains that, as a result of its modernization process, it has to assure 
its presentation in the New Media such as the Internet (“Dans le cadre de sa modernisa-
tion, Bigue Brozeur se devait d’assurer une présence affirmée sur ce nouveau média qu’est 
Interouèbe”). Bigue Brozeur focuses on pure profit and its aims are far away from any al-
truistic or philanthropical objectives. This continuous presence of Bigue Brozeur finds its 
counterpart in Orwell’s Big Brother:
On each landing, opposite the lift shaft, the poster with the enormous face gazed from 
the wall. It was one of those pictures which are so contrived that the eyes follow you 
about when you move. BIG BROTHER IS WATCHING YOU, the caption beneath it 
ran. […] The black-moustachio’d face gazed down from every commanding corner. 
There was one on the house-front immediately opposite. BIG BROTHER IS WAT-
CHING YOU […].165
The company Bigue Brozeur has maintained its monopoly in the technology sector by hav-
ing forced the French population to pay ludicrously more than reasonable for water, elec-
tricity, landlines and cell phones. “Nous vous avons fait payer l’eau cinquante fois son prix, 
nous vous avons fait payer l’électricité 100 fois son prix, le téléphone vous est facturé deux 
165 George Orwell, 1949. Nineteen Eighty-four. 1989. London: Penguin Books, pp.3-4.
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cent fois son prix de revient, nous avons même réussi le tour de force d’arriver à vous en 
piquer encore grâce au téléphone portable qui explose tous les seuils de rentabilité.”  Bigue 
Brozeur’s exploitation crusade continues with the new idea of pure entrepreneurial char-
acter to let people even pay for the air they breath: “Maintenant, une autre page de votre 
histoire va se tourner, car nous avons décidé de vous faire payer l’air que vous respirez”.  
Environmental issues are the topic of the next paragraph in which Bigue Brozeur admits 
that it has polluted both water and air with its contaminating factories. As a result of this 
environmental crime for profit, the French population has to pay for the damages, not only 
because of Bigue Brozeur’s policy to let them pay, but also due to their own responsibility 
for having misused and abused natural resources. Bigue Brozeur is extremely proud of hav-
ing found the recipe for success regarding the manipulation of the French public: senseless 
entertainment via TV. By having secured a monopoly position in the media, Bigue Brozeur 
overstocks the market with dim-witted TV shows and series whose only purpose is to keep 
the audience entertained and to oppress any critical thinking. Besides Orwell’s Nineteen 
Eighty-Four, a second intertextual allusion to cultural memory can be detected in the de-
scription of Bigue Brozeur’s media presence: The reality television show “Big Brother” ini-
tially aired in the Netherlands in 1999. “Big Brother” observes several individuals sharing 
a communal house for numerous weeks, if not months, and every action and conversation 
is recorded by cameras and microphones and then presented to the television audience. 
This “real soap” has been a huge success and was adapted by numerous other countries, 
for example France, which made certain changes and modifications regarding the format 
for a better fit with their own culture. The concept of “Big Brother”, like its title, has been 
clearly inspired by Orwell’s Nineteen Eighty-four166.
The French society is presented as a totalitarian dystopia in which censorship and 
brainwashing belong to the daily routine: “Afin, de protéger votre intellect de tout sou-
bresaut d’intelligence, nous vous avons débarrassé de tous les comiques dérangeants, de 
toutes les émissions de télévisions qui ne riment pas avec nos objectifs, et nous avons bien 
évidemment fait taire les petits écrivains qui vous empêchent de regarder Lagaff l’esprit 
tranquille... ” The whole page shows a large amount of ironically used enumerations and 
exaggerations, particularly within the fields of technology, for example electricity, tel-
ephones and mobiles. The Présentation clearly reveals the “Big Brother is watching you” 
aspect of modern dystopias in which technology rather plays a destructive role than a 
constructive one. The evil side of technology was subject to Surrealist criticism, too, which 
did not prevent them using state-of-the-art techniques in either reaching the audience or to 
produce literature/art. A similar approach is evident in Une histoire de science fiction, where 
the narrator uses digital media to reach other Internet users for a fight against Bigue Brozeur 
while, at the same time, showing the evil side of modern technology.
The third link Histoire leads the reader to a webpage with exactly the same layout and 
style as before: a toolbar with the existing links at the top, three paragraphs with a total 
of 254 words and 1122 characters without spaces, a beige background color and a blue 
font. The rhetorical style of the first paragraph shows a striking resemblance to the solemn 
pathos of science fiction films such as The Matrix from 1999, in particular the scene when 
166 The eye-logo as allegory of Orwell’s “Big Brother is watching you” can be found in each of the Big 
Brother adaptations, cf. the French version loft story http://www.loftstory.tqs.ca/.
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Morpheus explains to Neo how the Matrix started167. The Matrix is a science-fiction film in 
the tradition of both dystopian and apocalyptic films in which a supposed reality is un-
veiled as non-existent and illusionary; a reality which is created to hide the truth about 
the real world. In the film, the Matrix is a construct invented by sentient machines after a 
devastating war with the humans at the end of the 20th century. The earth as it was known 
until then does not exist any longer, and those machines, depending on heat, breed human 
beings as the ultimate energy source. The humans are cultivated in large, industrial-like 
towers, and serve only one purpose: to be consumed by the machines. To appease and 
control the humans, their brains are electronically connected to a construct simulating 
reality: The Matrix. The Matrix is a designed dream of “reality”, implanted in the brains of 
the humans, imitating real life in an already gone world. A computer hacker in the simu-
lated life of the Matrix, Neo, realizes that the surrounding reality is, in fact, not real. He is 
freed from the breeding station by Morpheus and his team, a sort of post-war resistance 
of free thinking human beings hiding in the subterranean town of Zion and engaging in 
a revolution against the machines. The beginning of Une histoire de science fiction shows 
significant parallels between The Matrix, in particular this introduction and the following 
first chapter, and the intertextual references not only include both implicit and explicit al-
lusions, but visual presentations in form of a pop up window with the image of a Matrix 
film poster in the epilogue sections (cf. chapter 5.10): 
Figure 15
167 All the dialogues from The Matrix are available at http://www.ix625.com/matrixscript.html.
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In the Histoire, the reader learns that Bigue Brozeur is not only a capitalist company charging 
the use of water, electricity, and air consumption, but a totalitarian Big Brother penetrating 
every single niche of society (“Tour à tour, nous avons été chef de tribu, roi, empereur, 
président et enfin capitaine d’industrie. Notre plus grande conquête fut de prendre le con-
trôle de la bourse et de ne laisser qu’une petite partie du pouvoir au reste des âmes qui 
peuplent notre planète.. ”). The final paragraph of Histoire resumes Bigue Brozeur’s tran-
quilizing tactic to keep the public quite and under control and compares the dystopian 
totalitarianism with the ancient circuses and bread (“Du pain et des Jeux pour le Peuple, 
et Rome ne craindra rien ! Aujourd’hui c’est : Du Lagaff et du RMI, et Bigue Brozeur ™ ne 
craindra rien !”) A parallelism between circuses and bread for the people in Ancient Rome 
and the brainless TV shows and RMI for the French population is established via a tempo-
ral adverb, aujourd’hui – today. The RMI (Revenu Minimum d’Insertion) is a social welfare 
system established by the government of Michel Rocard in 1988, and was introduced as a 
support for all older than 25 or with children, who have already lived in France at least five 
years. In the narrator’s view, both TV shows and minimalist social support are designed to 
pacify the French population, thus Bigue Brozeur remains in power. This carefree attitude is 
well mirrored in the following link objectifs (objectives) which leads the reader to a webpage 
of identical layout and style, on which only one sentence summarizes the objectives of Bigue 
Brozeur: To continue squeezing money out of the people while spending as little as possible. 
Following the next link Technique, Bigue Brozeur explains its modus operandi revealing both 
non-ethical methods and futuristic machines to ensure the success of its enterprise. Hyper-
bolic expressions (“Depuis que nous l’avons mis en service, le Truc Muche Bidule © qu’il y 
a dans l’air de Paris, a baisé de 0,00000000000000000008 % ! ”) and ironic explanations (“ Un 
dessin vaut mieux qu’un long discours, je vous laisse admirer Notre Système à la Pointe du 
Fleuron de ce que Nous Savons Faire de Mieux ©”) are combined with two images which 
trivialize the reasoning of Bigue Brozeur’s invention to clean the air (Figure 16):
Figure 16
108
The use of images continues with the next link Courriel (email), apparently inviting the 
reader to contact Bigue Brozeur in case of further questions. The webpage shows the same 
layout and style as all the other Bigue Brozeur pages, but two figures are imported: the invi-
tation to contact Bigue Brozeur and the image of a cat sitting on a red mail box (Figure 17):
Figure 17
The informal language appears to be inviting, but by clicking on the icon with the cat and 
the red mail box, the reader discovers that he cannot leave a message for Bigue Brozeur, on 
the contrary, he is lead to a webpage of threatening content:
Figure 18
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Any resistance to the omnipotent presence of Bigue Brozeur is instantaneously resolved 
and any potential criticism immediately contained by simple means of intimidation. On a 
general scale, the Bigue Brozeur website offers more navigational possibilities and includes 
more graphics than the prior webpages. Its navigational toolbar at the top of each webpage 
is always accessible which makes a return button unnecessary. It is possible to jump from 
one link to another without returning to a sort of navigational backbone such as the table of 
contents. The used images provide a more vivid perception of the webpages and give the 
feeling of greater navigational exploitation. The last link Retour serves consequently not for 
bringing the reader back within the Bigue Brozeur website, but to guide him out of it back to 
the Introduction webpage. The different navigational options of the Bigue Brozeur site corre-
spond to the different choices given to a small amount of elitist people in a capitalist society. 
Although the link system of Bigue Brozeur is not as elaborated as a perfect hypertextual 
link system could be, it offers far more navigational choices than the link system discussed 
previously. This leads to the conclusion that elitists, capitalists and social exploiters have a 
greater freedom and are less restricted than the ordinary citizen.
Back at the introduction, the fourth paragraph informs the reader of the narrator’s re-
action to surfing through Bigue Brozeur’s website. The narrator is disgusted by the visit of 
this site which has caused him nausea (“La simple consultation de ce site avait réussi à 
me donner la nausée :-(((((”), and only the combination of two anesthetics can keep him 
going (“Seule la combinaison de deux anesthésiants puissants pouvait donner un moment 
de répit à mes nerfs à vif.”). His narcotic need continues with the purchase of a six-pack of 
Kanter-beer, with which he spends the rest of the day in front of the TV, passively watching 
animated series, TV shows and comics, before falling asleep during a scientific nature pro-
gramme. The act of falling asleep, the superior power of slumber marks an incisive turning 
point in his life (“…jusqu’à ce que le sommeil ait enfin raison de moi”). The antithesis of 
sommeil and raison, sleep and reason, dissolves itself and synthesizes to a combination of 
these two abstract terms to one abstract idea: the reasonable dream. This contradictio in 
adjecto can be considered as an unambiguous allusion to the power and reality of dreams, 
which appear to be of a more rational character than the perceived reality surrounding the 
narrator. It is due to this sleep, le sommeil, that he is able to wake up with bitterness realiz-
ing that he has to change his unbearable life (“Le lendemain, je me suis réveillé avec un truc 
comme une gueule de bois, sauf que c’était autre chose... de l’amertume, je crois ! Cette fois-
ci, c’était sûr, j’allais réagir ! Fini la télé, et fini les Kanter, je devais reprendre mon destin en 
main...”). He wakes up from a long lived misery, determined to take his life into his own 
hands and to stop drinking and watching TV. The complaints about his miserable job, his 
unhappy life with the impossibility to develop and to change, reflect the social grievance in 
which he is pushed to exist at the edge of dignity. It is due to this reasonable dream that he 
wakes up from his wretched life, convinced to stem the tide of Bigue Brozeur’s totalitarian-
ism and to change the course of his own life. 
6.4. AwAkening froM A dreAM: intertextuALity And 
 cuLturAL connectivity in chaPitre 1
The Vite, la suite! button brings the reader back to the backbone of Une histoire de science 
fiction, the table of contents, from which the first chapter can be entered by clicking on 
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the particular link. The first chapter is composed of 151 words and 794 characters without 
spaces, five bullet points initiating five paragraphs, one blue highlighted and underlined 
link, and an image which can be entered by clicking on it (which takes one consequently to 
a second link). The layout style and font is identical to the one of the introduction, and the 
first chapter is a chronological continuation of the introduction, where the previously dis-
cussed problem of Bigue Brozeur is further elucidated. After the visit to Bigue Brozeur’s web-
site, which is expressed as “douloureuse découverte” (painful discovery), the narrator falls 
into the arms of Morpheus, from which he awakes with a strange sensation to act. Three 
possible meanings of the use of Morpheus can be detected. The first one is purely mytho-
logical: In Greek mythology, Morpheus is the god of dreams. The drug “morphine”, which 
induces sleep and frees from pain, is linguistically linked to the Greek god of dreams. It 
becomes evident that the dream and the sleep are recurrent themes in Une histoire de science 
fiction, if not one of the most important leitmotivs of this story. Knowledge gain via dream-
ing links with the antithesis dream-reason discussed earlier (cf. section 6.3), as it is only 
after his awakening that he is determined to change the world. This aspect of change is also 
reflected in another derivation known as morphing. Morphing is a term used in computer 
technology describing the change of one image into another one, or the almost Surreal or 
seemingly magical transformation from one reality to another. The connection between 
computer morphing and the importance of Surrealist dream can be detected in the narra-
tor’s first action upon waking up: to change his name, to adopt a new identity in his quest 
against Bigue Brozeur. The third possible meaning of the term Morpheus is the allusion to 
Morpheus, one of the main characters of the science fiction film The Matrix, directed by the 
Wachowsky Brothers in 1999 (cf. section 6.3):
This resonates with the ability of Fishburne’s [Morpheus] character to morph back 
and forth between the dream world (the “real” world) and the waking world (the 
Matrix). Morpheus aks, “Have you ever had a dream, Neo, that you were so sure was 
real? What if you were unable to wake from that dream, Neo? How would you know 
the difference between the dream world and the real world?” The stage is now set for 
the film to equate the dream world with the digital world, the world of pure cons-
ciousness that exists in infinity. It is an equation that works, because life on the screen 
is a disembodied life, a virtual existence where the rules of society and the laws of 
physics don’t necessarily apply, which is why online relationships are so intoxicating 
and addictive. 168
The connectivity between Digital Media/New Media/Modern Technology and the dream 
is undeniable in the whole sequence. Morpheus considers Neo as the chosen one to save the 
world (neo=new), like the narrator considers himself as the chosen one to rescue mankind 
from the world of Bigue Brozeur. It is due to the dream as great revelator of truth and reality 
that the narrator considers himself capable of alerting all users of the Internet and his web 
community. He gives himself the name Dévastator, in homage to the ancient gladiators, 
which semantically closes the circle of circuses and bread (cf. section 6.3).  The clear role 
as savior, like Neo in The Matrix, becomes evident in his expression of “rameuter les âmes 
168 Read Mercer Schuchardt, 2003. What is the Matrix? In: Glenn Yeffeth, ed. 2003. Taking the Red Pill. 
Science, Philosophy and Religion in The Matrix, Dallas, Texas: Benbella Books, pp.7-8.
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cybernétiques” (to gather the cybernetic souls), as he sends the Internet community a mes-
sage which can be read by clicking on the following link: 
cliquez ce lien pour voir le courriel
   
The message is sent on the 4th of April 1999 at 23:35:14 from Dévastator (evastator@bilou.
com) to all Internet users (touslesinternautes@bilou.net), and is composed of 58 words and 
385 characters without spaces (Figure 11). A normal (web)+13.5 pt bold is used, simulating 
a white sheet of paper on black background. The font color is black and the text aligned left, 
which is divided into six paragraphs and a blue link which separates the third paragraph 
from the fourth: 
http://www.Bigue-Brozeur.com
Analyzing the email addresses used, it can be found that bilou.com and bilou.net are inven-
tions and do not exist in reality. But there are several possibilities for the choice of these 
particular email addresses, and an intertextual approach can reveal at least three potential 
explanations. The first possibility is that they can be clear and direct references to already 
existent names, concepts or organization. If this is the case, bilou.com/bilou.net would refer 
to the Hebrew term bilou (ביל”ו) which is an acronym of Ya’akov Lekhu Ve-nelkha “House 
of Jacob, let us go” from the book of Isaiah (2.5). Bilou was a young Jewish nationalist 
movement founded in Russia in 1881. Its main idea laid in the resettlement in Palestine 
for the creation of a Jewish State. How likely is this interpretation possibility? Could this 
meaning have been intended? Dévastator surely wants to mobilize people to fight against 
Bigue Brozeur, and he seems to be quite young, too (the drinking, his work situation, his 
language). But so far religion does not play an important role in this French hypertext, 
on the contrary. One of the Internet users, the philosopher, replies to Dévastator that God 
is dead, killed by the Pope, and that the paradise does not exist any longer because it 
was killed by men (“Dieu est mort, le pape l’a tué! L’humanisme est mort, le politician l’a 
tué! Le paradis n’existe plus, l’homme l’a tué ! Le future n’existe plus, car on en connaît 
la fin…”). These exclamations rather refer to the denial of Roman Catholicism and the 
approval of atheism, not necessarily to Judaism. And as Bilou is a relatively unknown 
Jewish settlement movement of the 19th century, it is unlikely that this is the correct allu-
sion. The second possibility can be a paronomasia between bilou and filou (rogue) or bisou 
(kiss, smacker), which all three make sense given the Surrealist content of Une histoire de 
science fiction. The last possibility is the one of Billou (sometimes only written with one l,), 
a French nickname for Bill Gates, as we can check in the French online computer diction-
ary Dictionnaire informatique169. The probability of the last possibility is relatively high, that 
Bill Gates, the founder of Microsoft, is meant with this abbreviation Bilou (Billou). As this 
Surrealist hypertext is about the fight against Bigue Brozeur, capitalism, digital media and 
the ways of creating literature within an hypertextual medium,  who else than Bill Gates 
could be the most appropriate reference in this particular context? 
169 Cf.: http://dictionnaire.phpmyvisites.net/definition-Billou--7203.htm.
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Figure 19
At the end of this 
mail, a Retour but-
ton leads the read-
er back to the first 
chapter, where 
the narrator an-
nounces in the 
fourth paragraph 
that he received 
five replies by the 
next day. A GIF 
image of 360px X 
258 px is pasted 
below the fourth 
paragraph:
Figure 20
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This graphic represents the inbox of his web mail account and is created through the means 
of collage: At the first glance, it seems like the ordinary view of one’s inbox while using 
Outlook Express. The onomatopoetic use of Aout-Loque can only be understood by the nar-
rator’s mocking attitude towards the French way of pronouncing English words, similar 
to Bigue Brozeur. Another aspect of word games has to be considered, because Aout-Loque 
actually means “August-Wreck” in French, thus the onomatopoeia is complemented with 
a homophonic term. Besides the bold headline Aout-Loque, two other bold headlines invite 
the reader to click on them (“Cliquez-moi”) or to inform her/him about five new messages 
(“Vous avez 5 courriels”). 
This graphic reinforces the concept of “culture as text” (Geertz 1973) and  the system 
theory as cultural work on text, as I have explained in subsection 3.1.5 of my investiga-
tion. 
Figure 21
By clicking on either of these two, the reader can enter the inbox of the author which shows 
the five messages, starting with the one from France Télécom, signed by a Jeanne Badinepas. 
The verb badiner means to jest/to joke. This is a clear word play, because the French negation 
ne..pas frames the verb: Jeanne Badinepas, consequently, the signature is a mocked version 
of Je ne badines pas (I am serious about it/I can’t take a joke). The letter is addressed to the 
narrator using a rather informal French way to address clients, as it is to use a more dis-
tinguished set phrase, instead of the one “Cher jeune homme!” (Dear young fellow!). This 
email is a reminder from France Télécom that the young fellow should pay his phone bills, 
and if he refuses to do so, he will face serious problems with this company. The writing style 
is of an extremely informal character, not to be expected from a well established company 
such as France Télécom, and figurative expressions, such as “se met en quatre pour”, “nous 
mettre sur la paille” and “lâchons les chiens” together with highly colloquial, if not vulgar 
exclamations “toute la clique d’enculés” (the whole gang of assholes) portray the Surrealist 
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character of provocative expressivity in Une histoire de science fiction. Wrong grammatical 
forms accompany the colloquial speech (“la loi truc alinéa 256 pondu par machin dans 
la somnolence générale”), and sexual allusions (“La poufiasse du service recouvrement”) 
amplify the typical Surrealist expressivity which always had a strong inclination towards 
prostitution170. This message comprises 139 words, 661 characters without spaces, and is 
structured into 6 paragraphs of which three form the proper text body, whereas the other 
three serve as initial set phrase, signature and amplification of signature. The background 
of this mail is black, on which a sheet of white color and black ink is simulated. The Retour 
button at the bottom line brings the reader back to the list of messages, from where he can 
choose to continue. If the reader chooses to continue chronologically, s/he has to open the 
next mail from the philosopher. This short message starts with Salut;-), and continues with 
four antithetical aphorisms before the philosopher offers his help. 
The aphorisms reflect the dystopian ambiance of the world in which Bigue Brozeur is 
watching and determining society and are of an extremely pessimistic character.  Follow-
ing the philosopher’s train of thought, there is no hope and no future, as God is dead, killed 
by the Pope, humanism is dead, killed by the politician, paradise does not exist any longer, 
killed by the humans, and the future does not exist any longer, because we already know 
the end. This antithetical constructed parallelism includes three epistrophes and several 
repetitions (existe/mort), which emphasize the pessimist philosophy of life. The Retour but-
ton brings the reader back to the list of messages, from where the following one can be 
entered. The pirate writes:
Figure 22
The pirate writes in a way expected of him: his style is direct, offensive, vulgar, pro-active 
and comradely. He supports the author’s desire to get active in society and that one has 
to “screw their florid style”. He directly offers practical help in form of viruses and other 
computer harming weapons. The Retour button leads the reader back to the list of mes-
sages, where the penultimate message from Koung-fou can be opened. The name does not 
disappoint because the message comes from a certain Maître Jélagniack, apparently a master 
in kung-fu from Asia. The term “gniack” is an ethnic slur, particularly for Vietnam and 
Cambodia, the former Indochina. A wordplay like Jeanne Badinepas (Je ne badine pas), Jélag-
niack can be understood as Je suis la gniack (I am the dink), implying thus the disparaging 
170 cf. la pouf=brothel which also is a reference to the common French expression of c’est un bordel = 
literally translated as this is a brothel = but figuratively meaning “this is terribly chaotic and unorga-
nized”.
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name for a Vietnamese. The foreign origin of this Internet user is further underlined by the 
rhetoric mean of solecism: several orthographical and syntactical mistakes reflect his non-
native use of the French language (“Je pratique le un p’tit..”), and the salutatory address 
“Très honoré!” mirrors in particular his Asian background of extreme politeness. This email 
gives the information that Maître Jélagniack is an old martial arts master who offers both his 
wisdom and his physical capabilities as he judges them indispensable for the fight against 
Bigue Brozeur. The antithesis between old, wise man and young scarab (“Le vieil homme 
sage que je suis n’a pu résister à l’envie de conseiller le jeune scarabée.”) together with the 
final aphorism (“L’homme sage est celui qui sait aller au bout du chemin...”) are intended 
to emphasize anew his Asian heritage and wisdom:
Figure 23
The Retour button leads the reader back to the “inbox” from where he can enter the final 
message from Six-roses. The Internet user Six-roses appears to be a bon vivant, somebody 
who likes to drink, as the entire message centers on alcohol and its impact on the human 
body:
Figure 24
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In comparison to the pseudonyms chosen by the other Internet users, the pseudonym Six-
roses does not seem to make any sense. The name Dévastator is based on the narrator’s ad-
miration for gladiators and derivates from dévaster – to devastate, the philosopher does not 
hide his inclination towards philosophy, the pirate is prepared for action, Koung-fou/Maître 
Jélagniack represents the Asian way of thinking, and even Jeanne Badinepas from France 
Télécom symbolizes the rigid representative of exploiting capitalism. The reason for the 
pseudonym Six-roses is less obvious to detect in his message, hence a comprehensive inter-
textual approach is crucial for the analysis. 
As already proved various times before, the importance of cultural memory is undeni-
able in Une histoire de science fiction, in particular if it comes to the pseudonym Six-roses. Six 
roses is the name of a chanson written by Pierre Provence in 1965, which gained particular 
popularity in Annie Cordy’s version of it. The Belge chanteuse describes a woman (in Pierre 
Provence’s version it is a man) in a bar (“du bar de Monsieur Edouard”)171 on a Saturday 
night who is called “six roses” by her friends. She cannot understand why she is called that 
name, even though she likes flowers, but her friends convince her that it is because of her 
family. Her entire family liked to drink a lot, her father was even referred to as the man who 
“drinks without fear” (“Papa s’appelait ‘Bois sans peur’”), her grandfather was called “la 
liqueur” and her uncle “vacuum cleaner” in the sense of “soaker/heavy drinker” (“Tonton, 
c’était l’aspirateur”). The way this song is sung leaves no doubt that the singer is already 
tipsy, if not drunk172. As she swallows some words, the true meaning of the title becomes 
clear, because she is not called six roses, but “sirose” which means “to slurp/to sip”. (from 
siroter=to slurp/to sip). With this information, the choice for Six-roses as pseudonym be-
comes transparent and reflects the personality or the habits of this particular Internet user. 
As the analysis of the five incoming mails has shown, the author purposely used stere-
otypical images reducing all persons involved to their functions in society, denying them 
any proper personality and presenting them according to their most obvious features. 
France Télécom, the symbol of capitalism and part of the dystopian Bigue Brozeur society, 
is represented by strict if not aggressive characteristics and is to be taken seriously (Jeanne 
Badinepas – Je ne badines pas). The philosopher is a pure existentialist, in the most Sartrian 
way, painting everything black in his atheist and minimalist attitude, nameless (le philoso-
phe) like the pirate. Koung-fou a.k.a. Maître Jélagniack symbolizes the Eastern way of wisdom 
which stands in pure contrast to Western capitalism, and Six-roses the typical bar-fly in the 
most Surrealist way. But alcoholics are also outsiders, thus we can say that the first mes-
sage from France Télécom represents Big Brother and the State, and the rest of the messages 
come from social outsiders. 
After having read the last email from Six-roses, the reader can jump back to the “inbox” 
by clicking on the Retour button at the end of the mail, because s/he can only jump back to 
the first chapter via the Retour link from the “inbox” webpage. The first chapter ends with 
the narrator’s satisfactory comments with regard to the received emails and his prepara-
tions to save the world. The Vite, la suite! button carries the reader back to the backbone 
of the story, the table of contents, from where s/he can choose to continue with the second 
chapter (or any other available chapter).
171 For detailed version of the lyrics of Six roses, cf. http://lyrics.dainutekstai.lt/517289/annie-cordy-
six-roses.htm.
172 The video featuring Annie Cordy is available at: tp://www.youtube.com/watch?v=X4JPutJUJrM.
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6.5  dyStopiAn tHreAdS And StereotypicAL functionALity 
 in chaPitre 2 
Chapter 2 is composed of 190 words, 941 characters without spaces, 7 paragraphs all 
marked with bullet points, 3 links and a GIF image of 360pxX258px with link function. 
The first paragraph describes the narrator’s feelings of happiness after having received 
the supportive messages from the philosopher, the pirate, Maître Jélagniack and Six-roses. It 
is principally the multifaceted character of the team which enchants him and which raises 
his hopes for the fight against the origin of all evil. The second paragraph deals with the 
narrator’s wish to respond to his new Internet friends and to get to know them better. Al-
though he uses the Internet as efficient mean of communication and information, he does 
not regard it as an ideal medium to really get acquainted with somebody and rather pre-
fers the old-fashioned way of meeting people in person (“En matière de communication, 
il faut bien avouer que les courriels ne sont pas la panacée. Rien de telle qu’une bonne 
vieille rencontre physique pour se faire des amis !”). The ambivalent position towards 
New Media and technology in general is once again highlighted in this statement and 
shows a significant similarity to the Surrealists’ position regarding modern technology. 
Like the Surrealists of the 1920s, the narrator takes advantage of the new techniques (col-
lage, implemented pictures) and modern technologies to produce literature (hypertext 
format and multimedia), but maintains a critical distance to modern technology and its 
shaping role within society. This critical attitude is emphasized by the link to the Bigue 
Brozeur website which is put again as a separator between the third and fourth para-
graph. Due to an almost fatal attraction, he decides to visit 
this website before responding to his new found-friends. 
From a media-specific point of view, it is of importance to 
observe that this link is not identical to the first one studied 
in the introduction. The difference is shown in the title of 
the link leading to the Bigue Brozeur website, because the 
link from the introduction is called Enfin le site à Bigue Bro-
zeur !, whereas the link posted in chapter 2 is named as Le 
site Bigue-Brozeur. The second link to the Bigue Brozeur web-
site leads the reader to a welcoming page slightly different 
to the one from the first link. The layout of the webpage has 
been altered due to its division into two frames, one small 
and rectangular frame presenting the links in a vertical dis-
tribution at the left part of the page with a heading saying 
MENU, and one large frame presenting the welcoming note 
of Bigue Brozeur. The change affects the distribution of the 
frames, but does not affect the mobility of the frames, which 
still can be arbitrarily enlarged or minimized by the reader. 
The innovation of this second website of Bigue Brozeur is a 
new link entitled Niouzes (news), which reflects anew the 
author’s mocking attitude towards the French way of pro-
nouncing English words (Figure 25). 
The Niouzes icon is the second icon in the navigational 
toolbar of the rectangular frame, directly below the accueil Figure 25
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icon, which stresses its importance among the link hierarchy. The web design with the 
background colors and fonts is identical to the first website, hence the Niouzes icon must 
be the reason why the reader, together with the narrator, are invited to check out the Bigue 
Brozeur website again. Cliquing on the Niouzes, the reader is transferred to a webpage with 
identical design to the other webpages on this site, and s/he is directly informed by the 
headline that the news regarding Bigue Brozeur is automatically the news for her/him:
Figure 26
The following text is composed of 118 words, 631 characters without spaces and is struc-
tured into 3 paragraphs introduced by bullet points. The quintessence of the Niouzes can be 
summarized as another technological perversion invented by Bigue Brozeur, because Bigue 
Brozeur  is currently working on an electronic piercing for the human being to measure 
her/his oxygen consummation (“Actuellement elle travaille d’arrache-pied sur un mini-
compteur chargé de mesurer le taux d’air que vous inspirez. Ce dernier se présente sous 
la forme d’un petit piercing bourré d’électronique miniature, mais nous vous en dirons 
plus dans quelque temps... ”). This can be considered as another step of controlling the 
human race by machines and advanced technology, expanding the already existent social 
control to a concrete physical one by implanting machines into humans (cf. section 6.3). 
Jumping back to chapter 2 via the Retour button, the reader continues his reading path only 
briefly because the fourth paragraph consists of just one sentence revealing the narrator’s 
horror as a result of this new information. Dévastator decides to contact his new friends 
as soon as possible, who he now refers to as acolytes, which is an archaism rarely used 
for companion: Lire le courriel envoyé aux acolytes. An almost sacral spirit is provoked 
by this archaism and stands in vital opposition to the next time he addresses his Internet 
fellows. Following the narrator’s invitation to read the email sent to the companions, the 
reader realizes that Dévastator has sent the email to mespotes@bilou.net instead to tousles-
internautes@bilou.net. This change symbolizes the already established familiarity with his 
new found Internet friends, because mes potes is a colloquial expression for “my buddies/
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my mates”, and can be interpreted as a critical mirroring of social networking in the web. 
Internet communities are easy accessible networks for all social groups and they guarantee 
quick virtual connectivity to other members of this group. Only a small amount of time is 
necessary to establish a type of friendship in the virtual world, where people are usually 
known by their pseudonyms and not their real names. Second life might serve as the best 
current example symbolizing a sort of climax within the virtual world of new identities 
and friendships173. The narrator’s message to his “buddies” is of a relatively short character 
comprising only 57 words (including headers) and 304 characters without spaces and is 
sent on the 13th of April 1999 at 23:25:14. The narrator makes sure that the others are aware 
of the news coming from Bigue Brozeur and suggests meeting face to face to discuss the 
situation. The usual anonymity ruling in Internet communities is broken when the nar-
rator reveals private data regarding his domicile and living area: “Moi je suis de Paris, 
et vous ?” Going back to the second chapter via the Retour button, the narrator informs 
the reader about the reactions to his email in the fifth paragraph, including the already 
familiar image of the Aout-Loque 99 inbox (cf. fig.20), on which one click is sufficient to 
reveal five messages in the inbox. The first message is titled Les Banières à Bilou and leads 
the reader to a message from a certain Jean-Loup Odenlongues – Directeur adjoint du service 
Grossepubkipus®. Already the title of the message, which is an allusion to the banner ads 
from Microsoft, together with the symbol for registered sign ®, which is used in correla-
tion to the copyright sign used earlier by Bigue Brozeur, reveal that this message must come 
from a member of the all embracing Bigue Brozeur. The name Jean-Loup Odenlongues is 
as much a paronomatic word play as the one in Jeanne Badinepas (cf. section 6.4). It is no 
coincidence that both representatives of capitalist society possess the name Jean(ne) as first 
name, which allows several conclusions. At the French popularity scale, the male name 
Jean is the most popular one since 1946174, in particular in combination with another first 
name, e.g. Jean-Luc, Jean-Philippe etc. It was given 1 959 817 times since 1946175, whereas 
the female version Jeanne is less popular and was given only 532 851 times after 1946176. It 
etymologically derives from the Hebrew name Johanan, meaning “the Lord has favored” 
or “Gift of God”177, and is labeled with the attributes of sainthood, in particular the female 
version as the memory of Jeanne d’Arc is still very vivid in the French cultural memory. It 
is an interesting paradox that the saint-like name of Jean/Jeanne is either subject of parono-
matic games (Jeanne Badinepas) or concrete contraries, such as Jean-Loup, as loup means 
wolf in French. This antithesis evokes the association of a wolf in sheep’s clothing, which 
first tries to gain the confidence of people and which then shows its true and dangerous 
face. The aspect of hiding behind a second face/name is even further stressed by the sec-
ond etymological meaning of Jean meaning “twilled cotton cloth”. The Online Etymology 
Dictionary amplifies this meaning with the one of the God Janus178, which complements 
the idea of the wolf in sheep’s clothing and its deceitfulness. The last name Odenlongues is 
173 Cf. second life’s webpage for the creation of an avatar: http://secondlife.com/.
174 Cf. the following website of French names: https://www.aufeminin.com/world/maternite/prenoms/
prenomdpt__annee=0&dpt=48&departement=Loz%C3%A8re.html.
175 https://www.aufeminin.com/w/prenom/p8903/jean.html.
176 https://www.aufeminin.com/w/prenom/p9122/jeanne.html.
177 http://www.geocities.com/edgarbook/names/j/jean.html.
178 http://www.etymonline.com/index.php?term=Jean.  
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a simple word play with the meaning of “long-lasting ode” and can be considered as an 
allusion to the following message in which Jean-Loup Odenlongues tries to talk the nar-
rator into a dubious contract with his company. This contract is a sort of shady adhesion 
contract which would bind the narrator for five years to use only Bigue Brozeur’s special 
software and Internet connection. The persuading talk of Odenlongues is peppered with 
irony (“vous n’êtes liés à nous que pour cinq ans”), euphemisms (“Avec Bigue-Brozeur, 
vous pouvez dorénavant gagner pleins de caillasses grâce à votre site et ceci sans le moin-
dre effort… ”), word plays (“I-maille”, “Grossepubkipus”), allusions to social and finan-
cial exploitation (“nous créditerons votre compte de quelques francs (CFA) ou de roubles 
si vous préférez. ”), colloquial language (“Nos ancêtres vous couillonnaient déjà !.. ”) and 
neologisms (“colombiforme”). The word games and communicating images are signs of 
a typical Surrealist text, to which Mary Ann Caws refers to as “the surrealist game of ‘the 
one in the other’”:
In its title alone, the surrealist game of “the one in the other” indicates one of the prin-
cipal attitudes of the movement and its imagination; the fluidity of the latter facilitates 
the multiple movement and transpositions of poetic images as they pass each into the 
next and the techniques of anamorphosis and paronomasia, those plays of double 
vision as of double meaning producing a sort of two-faced text.179
The most remarkable rhetorical means are certainly the allusions and neologisms due to 
the fact that they circle around the aspects of persuasion and financial exploitation of Third 
World Countries. The neologism “colombiforme” is composed of the noun “colombe” 
(dove) and the adjective “forme” and can be translated as “dove-shaped”, which under-
lines the persuasive character of this email. The initial greeting formula “Cher colombi-
forme interouèbien!“ serves both as captatio benevolentiae to win the narrator’s trust by 
flattery hence seducing him to close the proposed business deal. But it likewise alludes to 
the narrator’s alleged naivety for he is compared to a “dove-shaped Internet user”, and 
doves traditionally symbolize love and peace, thus the contrary of what Bigue Brozeur 
stands for. A dove, accustomed to humans, is easy to attract and seduce, particularly by 
feeding it with bread, which, then again, can be seen as part of the crucial paradigm of 
bread and circuses. The allusion to the CFA, the Communauté Financière Africaine180 (African 
Financial Community), reflects the second paradigm of Une histoire de science fiction, the one 
of social, financial and medical exploitation of the poor Third World countries, in particu-
lar the African ones. Jean-Loup Odenlongues wants to win the narrator over to his suspicious 
deal while promising to credit his account with some francs CFA, or Russian rubles, every 
time that another Internet user clicks on his website. The franc CFA is a currency used in 
12 African countries, which formerly belonged to France, and is of extremely little value 
compared to the former French Franc or Euro. The allusion to the Franc CFA and Russian 
ruble underline the absurdity of the proposed business deal and reflect that Bigue Brozeur 
is built on the premise of pure profit. 
179 Mary Ann Caws, 1981. A Metapoetics of the Passage. Architextures in Surrealism and After. New 
England, Hanover: University Press of New England, p.36.
180 http://www.banque-france.fr/fr/eurosys/zonefr/zonefr.htm. 
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After studying this email, the reader can jump back to the inbox and continue with the 
next emails which come from the philosopher, the pirate, Koung-fou/Maître Jélagniack and Six-
roses. We find strong parallels between the structure of this inbox and the one from Chapitre 
1: Both times five messages received, the first ones are always from representatives of capi-
talism, and the other four are in the same chronological order from the newfound Internet 
companions. The philosopher’s message is mainly composed of A and E assonances, and a 
partial chiasmus structure rhyming with the final syllables. 
J’habite à Paris également! D’accord pour le verre de l’amitié… ;-)
J’ai vu le site de l’empêcheur d’être heureux, effectivement c’est pas fa-
meux :-(((((((((
Amicalement, 
Le philosophe
An antithetical touch is further given by the use of ;-) and :-(. 
The next message comes from the pirate and contains several colloquial expressions 
(“Ouais” instead of “oui”, “Pariguo” instead of “Paris”, “A+” instead of “à plus”), which 
emphasize the juvenile character of the pirate. Being also from Paris, he agrees to a drink 
with the narrator by mentioning Bigue Brozeur’s website and the newly made changes as far 
as the disposition of the frames is concerned. It becomes obvious that the pirate is unaware 
of the real changes proposed by Bigue Brozeur because he only paid attention to the form 
of the message, not the content. In contrast to the pirate, Mâitre Jélagniack realizes the true 
changes within Bigue Brozeur and criticizes its expansion plans to gain even a physical con-
trol over people. The message is structured into three different statements, beginning with 
the information that Maître Jélagniack lives in Belleville and that it would be a great pleasure 
for him to meet the narrator in person (“J’habite à Belleville, cela sera un véritable plaisir 
pour ma modeste personne que de faire ta connaissance :-))))”). His foreign, in particular 
Asian background is once again underlined by the extremely polite way of expressing his 
joy about a future meeting, the slightly incorrect grammatical construction of the sentence, 
and the information about his residence. Belleville is a neighborhood in Paris, extending 
over the Xe, XIe, XXe and XIXe arrondissements with a multi-ethnic background, in par-
ticular immigrants from North Africa and sub-Saharan Africa have settled down in these 
districts. A large community of Chinese immigrants contributed further on to the creation 
of a Chinatown in Belleville, whose general character can be described as a multicultural 
leftwing working-class part of Paris181. 
The second statement implies his concerns as far as Bigue Brozeur’s new exploitation 
plans are concerned, and the third one seems to be another allusion to the growing relation-
ship between the wise, old man from Asia and the young French narrator (“Un jour tu at-
traperas mon cailloux petit scarabée ;-).”). The tone of the following message from Six-roses 
is slightly different, but follows the same pattern as the ones before: the first sentence(s) 
always describe(s) the residence of the message sender, the second one(s) focuses on the 
problem caused by Bigue Brozeur, and the third one(s) give an insight into the respective 
behavioral characteristics of the message senders and invariably fulfill the already existent 
181 The multicultural and multi-ethnic background of Belleville is well represented in several repositor-
ies, as the following link demonstrates: http://www.davidphenry.com/Paris/Belleville.htm.
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associations provoked by their pseudonyms. Six-roses is, not surprisingly, from Paris, and 
appears to be already excited about a potential meeting with the narrator. Upset about the 
news from Bigue Brozeur, his violent temper, probably caused by too much alcohol, erupts 
in aggressive behavior.  The Retour button leads the reader back to the inbox from where s/
he has to click again on the next Retour button to go back to chapter 2. 
The sixth paragraph is composed of only one sentence in which the narrator says that 
he replied instantly to the messages from his newfound friends. Another link (Lire le cour-
riel) invites the reader to check out his reply, and doing so, the reader is moving away again 
from the start page of chapter 2 to the sent messages folder of the narrator. Dévastator sug-
gests that they meet the following Monday at 11 p.m. in a place called “Le Goujon qui tête”, 
at 487 place de la Pastille in the 25th arrondissement of Paris, for the creation of their own 
website. As I already discussed in subsection 3.1.1 on Ingarden’s theory of imaginational 
and imagined objects, the place de la Pastille does not exist, neither is Paris composed of 25 
districts (arrondissements). It is again one of the author’s word games in which he substi-
tutes the letter B for a P, because he most certainly alludes to the famous place de la Bastille, 
which is a part of the 4th, 11th, and 12th district of Paris, which is only composed of 20 ar-
rondissements, not 25. The fictional change of real existent entities could be interpreted as 
well as a science-fictional symbol and consequently alluding to the title of this story: Une 
Histoire de science fiction. 
The name of the bar “Le Goujon qui tête” provokes ambivalent association, because lit-
erally translated, le goujon qui tête means the sucking gudgeon182, but the cultural memory of 
France knows the term goujon as a four-seater voiturette, a little automobile manufactured 
from 1896-1901 in France183. As the unfolding of the plot will show, the narrator meets his 
four new Internet friends in “Le Goujon qui tête” who are already waiting for him once 
he enters the place. In a figurative sense, these four Internet users are sitting like sucking 
gudgeons in an old fashioned four-seater automobile from a time long ago. The constant 
allusions to past times and the many intertextual aspects of cultural memory stand in clear 
opposition to the technologized present, and represent a further paradigm within Une his-
toire de science fiction. Jumping back to the text of Chapitre 2, the narrator enthusiastically 
engages in the study of how to build (create) a website in just one week’s time. 
 
6.6.  ASpectS of intercuLturALity And SociAL injuStice 
 in chaPitre 3 
Chapter 3 is composed of 1209 words and 5667 characters without spaces, 7 paragraphs 
are introduced with bullet points and direct speech is marked by 25 hyphens, but no links 
or images, except the one of the pen and the obligatory Retour button at the end, are in-
cluded which makes it the most textual chapter so far. Designed only in black and white 
(black background, white sheet of paper/with font, black ink/black letters), it resembles 
the page of a book, even though it would be far too large for one ordinary paper-printed 
book. The chapter begins with temporal information that it is finally Monday, the day 
when the narrator is supposed to meet his new Internet friends for the first time. During 
182 It could mean the sucking dowel, too, but the reference to gudgeon seems to be more appropriate. 
183 For references regarding this four-seater voiturette, cf. http://dic.academic.ru/dic.nsf/cide/76007/
goujon.
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the last week, he actively engaged in the study of web creation and web design, telling 
the reader in an almost funny, if not ironic way, how he learned that one cannot contract 
HTML for it is not a disease, and that the term Java does not necessarily refers to exotic 
music (“Enfin, nous étions lundi ! Pendant une semaine, je m’étais rencardé sur la façon 
de faire un site interouèbe. Maintenant, que je savais que le HTML ne s’attrape pas et 
que le mot “Java” ne désigne pas forcement une musique exotique, j’étais outillé pour 
aller discuter avec mes camarades.”). The colloquial expressivity increases in the second 
paragraph which starts with swear words (“Vérole de moine!”) as the narrator realizes 
the advanced time, and which continues with the first real action in the form of the narra-
tor’s departure. He puts on some fresh underpants in a hurry, rushes to catch the metro, 
and mentions for the first time the title of this story: Une histoire de science fiction. This 
happens in the context of social criticism when he describes his metro journey during 
which hundreds of excluded outsiders approached him (“Le trajet se fit sans encombre... 
à part peut-être les quelques centaines d’exclus parsemés tout au long du trajet qui me 
sollicitèrent d’un air qui ne me rendit pas très fier (N’ayez crainte : ceci est une histoire 
de science fiction).” 
The social injustice becomes evident in this simple image of being underground. The 
narrator uses the metro as a means of transportation, not as a means of survival; he is only 
briefly underground, but he discovers that manifold people, even or maybe particularly at 
that late time, seem to dwell and try to make a living through begging. The idea of being 
either on the right track (using the metro as a means of transportation) or to lose one’s way/
to be off the track/to be on the wrong track is clearly generated by the image of the under-
ground. In an almost Brechtian sense, the pointed remark that this is a science-fiction tale 
(put into brackets, addressing the reader/audience like in an off-scene on stage) reminds 
one of the virtual character of this story, of the fictionality of this work, as it happens in 
Epic Theatre plays. This technique of alienation, first popularized by Bertold Brecht in his 
Epic theaters in Berlin of the 1920s and in exile in the 1930s184, was used for awakening 
the audience from their petit bourgeois dream to the dreadful situation of real existent 
social miseries. The same technique can be detected here by the narrator’s mentioning of 
the fictionality of this tale, before he continues to describe the rest of the story. In the third 
paragraph, the reader learns about Dévastator’s habit to usually arrive late, thus his arrival 
at the Goujon in time has to be considered as extraordinary. The extraordinary character 
of change is stressed by the following allusion to the Surrealists’ most favorite theme: the 
dream (le rêve). When Dévastator enters the bar, he directly recognized the waiting people 
as his acolytes, and compares this sensation to the one in a dream (“C’était comme dans un 
rêve, je ne les avais jamais vus et pourtant je les ai reconnus tout de suite... un peu comme 
si nous étions amis depuis toujours. Tous quatre étaient assis et me fixaient avec un regard 
qui m’invita à croire que mon sentiment était partagé..”). Although he has never seen them, 
he instantly got the feeling of knowing them forever, a feeling apparently shared by them 
in the same way. 
The science-fictional character is accentuated by the subsequent description of these 
four Internet friends comparing them to four soldiers from the apocalypse, but this de-
184 Particularly Brecht’s Der kaukasische Kreidekreis (The Caucasian Chalk Circle)  and Herr Puntila 
und sein Knecht Matti (Mr. Puntila and his Man Matti) show aspects of alienation as part of his Epic 
Theatre, and both are products of his personal “alienation”, his exile in the United States of America 
and in Finland.   
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scription only refers to their transcendent charisma, not to their outer appearance, for Dév-
astator could not detect anything spectacular about them. The old Chinese man is reificated 
as turgid as the door of a Solex. (“Il y avait là un vieux chinois enflé comme une portière de 
Solex”), which reinforces the impression already gained of an abundant use of intertextual 
and intercultural references to old-fashioned and/or outdated items, in particular industrial 
items, such as the afore mentioned Goujon. Solex was a French manufacturer of carburetors 
and the powered bicycle VéloSoleX (cf.: http://en.wikipedia.org/wiki/Solex), hence the com-
parison of a Chinese man with a bike, alluding therefore to the extensive use of bicycles 
in China. The second person is described as a tiny fat one with a red face; the third one is 
depicted as a young man with pimples wearing glasses, and the fourth one is portrayed as 
a hairy beanpole with braided trousers and an orange t-shirt. These depictions correspond 
to the already existent stereotypes which were established through the reading process 
of the incoming emails (cf. section 6.4). The fourth paragraph starts with the narrator’s 
humoristic approach in an Aldo la Classe way, that can be judged as an explicit reference 
to the Italian actor Aldo Maccione who moved to Paris in the 1960s where he soon became 
extremely popular. In Paris, he was usually referred to by the name of Aldo la Classe, and 
his crooked walk became one of his hallmarks185. Dévastator imitates this particular walking 
style of Aldo la Classe, which is the first part of an awkward introduction rendering the 
whole scene ridiculous, as if in a comedy with Aldo Maccione. Dévastator presents himself 
and asks the others if they were indeed them and they reply with yes, they were indeed 
them (“- Salut, je suis Dévastor ! Et vous, vous êtes bien vous ? Après quelques secondes 
d’hésitation, tous répondirent en cœur...- Oui, nous sommes nous!”). 
The tense atmosphere turns into a relaxed one in the following paragraphs, and official 
presentations are made during which each of the persons is presented according to their 
functions and pseudonyms. The old Chinese man is Maître Jélagniack, the little fat one Six-
Roses, the young pimpled one the pirate and the hairy one the philosopher. Fulfilling their 
functions as wise Asian, rebellious pirate and aphoristic philosopher, it is Six-Roses in his 
function as an alcoholic who begins the talking by suggesting having a drink together. The 
drink specialist and true bon vivant Six-roses is compared to Dionysos, the Greek god of 
wine, and it seems as if a relaxing, but likewise stimulating conversation is about to begin. 
The appearance of the innkeeper approaching the group falsifies this assumption because 
he is introduced as a potential trouble maker (“Le tenancier s’approcha et demanda ce que 
l’on désirait sur un ton un peu spécial...- Bienvenue au Goujon qui tête, messieurs ! Ici 
c’est Kro ou Ricard ! Si vous voulez aut’ chose, la pharmacie est en face ! De plus, je vous 
rappelle que si vous cherchez la chicane, c’est pas ici qu’il faut venir... Compris ?”).  The 
unfriendly manners, the limited choice of alcoholic beverages, and the authoritarian tone 
of the innkeeper’s voice leave no doubt that he belongs to the bourgeois society controlled 
by Bigue Brozeur. The aspect of total control is highlighted by the detailed description of 
this bizarre place, where all interior furniture and fittings are attached to the floor, fixed 
with headed screws. Dévastator remembers having passed by this peculiar café, where not 
a single ashtray could be found, neither on the tables, nor at the bar, and he never imagined 
185 A variety of videoclips with Aldo Maccione and his typical Aldo la classe style is available at 
Youtube (for example http://www.youtube.com/watch?v=gZLXwwk_ObQ&NR=1). The large number 
of homemade videos showing parodies of Aldo la classe demonstrate the importance of this fictional 
character in the cultural memory of France (54 search  results of “Aldo la classe” and 82 search results 
of “Aldo Maccione” on the 1st of March 2009).
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that this place was indeed as grotty and hideous as it looked like from outside (cf. section 
6.11 regarding the phallic symbolism in this bar). The wacky scenario is compared to visual 
hallucinations for its unreal, if not Surreal character, in which the narrator now has to deal 
with the rejecting attitude of its owner. The simple, but nonetheless successful means of 
flattery is used to win the innkeeper over when Dévastator asks him if he is a film actor 
(“Toi, t’as tourné dans un film ! Je suis sûr de t’avoir vu au cinoche...”), and insisting that he 
should become one, because he would give an excellent performance in playing a cowboy. 
These manipulative flatteries make an impact for a short time, and the innkeeper seems to 
be friendlier, now taking their orders. 
A first cultural difference emerges when Maître Jélagniack refuses to drink by explaining 
that the old wise man does not drink alcohol. Six-Roses, representing the exact opposite of 
this philosophy, is scandalized and gets upset. The antithetical discourse, in which Maî-
tre Jélagniack ineffectively argues that alcohol is a plague, finally dissolves by convincing 
him to break the rule given the circumstances (“-Vu que la situation est exceptionnelle, je 
suis prêt à faire une petite entorse...”). The following paragraphs can be considered as an 
homage to the French Surrealists from the 1920s, as they vividly depict the joy of drink-
ing, climbing onto tables to give toasts or speeches full of vulgar expressions. When the 
philosopher climbs onto the table and wishes them a “happy-welcome©”, the copyright sign 
reminds one of Bigue Brozeur’s welcoming note, but in contrast to the capitalist and exploit-
ing character of Bigue Brozeur’s welcoming note, the one expressed by the philosopher is 
sincerely directed to the race of poets. As the joyful encounter reaches a blissful climax, the 
four friends around Dévastator are observed and finally approached by some curious on-
lookers. The friends do not notice at first, because they admire Jélagniack’s grimacing while 
drinking his aperitif, and the reader finds her/himself confronted with colloquial language 
(“godet” instead of “lunettes”; “apéro” instead of “aperitive”). After a lot of hearty, but 
timid draughts, Maître Jélagniack starts to like the “brain poison”, and joins the rest of the 
group in their excessive drinking and loud conversations. 
At that particular point, one of those bystanders intervenes in the lively discussion, 
curious about that fantastic thing called Interouèbe. The language used imitates the drunk-
en state of the client, as he is no longer capable of pronouncing his words properly, saying 
“hachement” instead of “vachement”, swearing (“putain”) and using colloquial expres-
sions (“truc”). It is the philosopher’s turn to answer the drunkard’s question by giving 
details on the positive influence of this website that will change each person’s miserable 
life. As the drunken client is not convinced by the philosopher, Maître Jélagniack succors 
him explaining that it is sufficiently enough just to wish it very much. This naïve atti-
tude convinces the drunkard and leads to the intervention of another drunken client who 
starts to speak about his tragic life. A former chief executive in an insurance company, he 
earned a lot of money and lead a happy life. When his company merged with another 
one, they just dismissed him like an old dog (“vieux chien”), and it took him two years 
to find another job. This new job does not earn him much money, because he now works 
at McDonald’s (“mac-do”), calling them all thieves. He lives in hate and drinks (“je me 
torche la gueule”) to forget that he trusted once the bankers without knowing that not 
all sharks are recognizable by their shark fins, and that there are those without shark fins 
not easily recognized as sharks. The metaphor of the shark stands in strong connection 
to the metaphor of the wolf in sheep’s clothing (cf. section 6.5) in the case of Jean-Loup 
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Odenlongues, and underlines the anti-capitalist movement in Une histoire de science fiction. 
The desperate client is keen on learning how this website could help him to get back on 
track, and it seems as if the group of five has already found its first supporters in the fight 
against Bigue Brozeur.
The Vite, la suite! button leads the reader back to the table of contents where s/he is free 
to continue with Chapitre 4.
6.7.     Une histoire de science fiction AS A SurreALiSt 
 frencH revoLution
Chapitre 4 continuous with its book-alike style, comprising 1111 words and 5293 characters 
without spaces, which are structured by four bullet points . From a media-specific analy-
sis, this chapter offers as little as the prior one, because neither visual nor audio material 
is included, and only the image of the pen at the bottom of the page functions as a link to 
bring the reader back to the table of contents. This chapter continuous with exposures: Af-
ter the courageous uncovering of one client’s miserable way of life (cf. section 6.6), all other 
clients who are referred to as “natives” (“autochtone”) start revealing their life stories and 
miseries, and as the alcohol flows, Dévastator realizes that all these victims of social injus-
tice are exactly like him and his new friends from the Internet. All of them pretend that 
the world they live in is reasonable, although they have realized already at the moment of 
their rebellious teenage phase, that they will be always “screwed up by the system” (“il 
restera un eternal baisé du système”). After all these sad, but liberating confessions, Six-
roses pays a round for the entire pub which brings the already drunken audience to rise 
their glasses and toast to the creation of their adventure, the so-called “embryo of lucidity” 
(“embryon de lucidité”). This metaphor alludes to the enlightenment of the 18th century, to 
the “siècle de la lumière”- the century of the light, and the declaration of human rights in 
1789. This links clearly to the digital cover of Une histoire de science fiction, which shows the 
famous image of the declaration of human rights in 1789 in slight alteration with symbols 
of social injustice, capitalist criticism and medical abuse (cf. section 6.1). The “embryo of 
lucidity” appears hence as the second attempt for a system of liberty, equality and frater-
nity, an embryo from which a new revolution will be born, lead by the powerful figure of a 
new French Marianne, the national emblem of France. At this particular moment, a young 
woman enters the bar, who is described as more ugly than beautiful. This is an ironic 
description given by the narrator who adds, in brackets, that this woman does not fulfill 
the rigorous criteria imposed by the model agency Elite (“selon les très sévères critères 
imposés à la gent féminine par l’agence Élite”), which does not belittle her real beauty. The 
implicit criticism as far as the model agency is concerned, might stand as another social 
criticism next to the previously mentioned examples of capitalist behavior. Model agen-
cies and fashion industry are generally considered to be illusory-worlds of a superficial 
and outer-appearance-focused nature that renders them automatically prime examples 
of capitalism. Consequently, for the Surrealists, real beauty is not what model agencies 
and beauty magazines consider it to be, but the explicit contrary, as the many example 
of Surrealist literature demonstrate, for example Nadja’s description as poor and socially 
marginalized in Breton’s Nadja:
127
[…] je vois une femme, très pauvrement vêtue, qui, elle aussi, me voit ou m’a vu. Elle 
va la tête haute, contrairement à tous les autres passants. Si frêle qu’elle se pose à pei-
ne en marchant. Un sourire imperceptible erre peut-être sur son visage. Curieusement 
fardée, comme quelqu’un qui, ayant commencé par les yeux, n’a pas eu le temps de 
finir, mais le bord des yeux si noir pour une blonde. Le bord, nullement la paupière. 
[…] posant son regard sur ces mains, s’est étonné de les voir si soignées (elles ne le 
sont guère maintenant).186
My own translation :
[…] I see a poorly dressed woman who notices or at least had noticed me too. She car-
ries her head high, unlike everyone else on the sidewalk. So delicate that she scarcely 
seems to touch the ground as she walks. A faint smile may wander across her face. 
She is funnily made up, as though starting with her eyes, she had not had time to 
finish, but the rims of her eyes were dark for a blonde. The rims only, not the lids. […] 
contemplating these hands, he was surprised to see how well manicured they were 
(though they are not at all so now).
The unknown woman makes a similar entrance like Nadja, and even admits to be without 
work and without a place to live, and far too young to receive the benefits of the RMI. The 
Revenu Minimu d’Insertion is now mentioned for the second time after its first appearance 
in the Introduction (cf. section 6.3), but this time its inherent social criticism is amplified by a 
mocking word play when she talks about the “Revenue Minimum Qui Est Censé Prévenir 
Contre Une Inévitable Révolution”, the “Minimum income which should prevent against 
an inevitable revolution”. The use of capital letters has two meanings: on the one side, it 
alludes to the existing Revenu Minimum d’Insertion, on the other side, the abundant use of 
capital letters is a cultural allusion to the popular French way of dealing with abbreviations 
and acronyms187.
The innkeeper already left a bad impression on the reader which is later intensified by 
his extremely rude reaction towards the young woman looking for shelter. All the follow-
ing paragraphs are full of vulgarisms (“fourbe de Tavernier”) and colloquialisms, which 
are exchanged between the innkeeper and Dévastator and his group. As illustrating exam-
ple only the following has to suffice as the profusion of vulgarism would go beyond the 
scope of my research. When the narrator decides to teach the unloved innkeeper a lesson, 
he confronts him with the simple question if, by any accident, he has been interbred with 
an asshole (“Tu ne serais pas à moitié croisé avec un enculé chronique, par hazard?”), con-
tinuing to call him a despicable merchant of liquid products of spirituous/spiritual virtue. 
The text allows both possibilities: spirituous regarding the liquid character of the booze, 
and spiritual regarding the mental state of being drunk. The violent bar talk implies vari-
ous references to the France of the “good old times”, for example the allusion that even in 
the Auvergne (which earlier on was mentioned as an insulting comment), until the 1970s, 
a warm meal was always offered to the poor ones, including a place to stay, usually in the 
barn. It was likewise possible to work at the farm and consequently even the most “stupid 
186 André Breton (1928). Nadja. 1964. Paris: Gallimard, pp.72-74.
187 Cf. the following link to a website of French acronyms, available at: http://www.verbalissimo.com/
main/offers/languages/romance/french/d_french_abbrev_a.htm.
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one” could have survived there easily, which has changed drastically in the current times, 
because now even the well educated people with final secondary examinations such as 
A-levels (“Baccalauréat”=A-levels) have to be wary of starvation. French politicians are ex-
plicitly attacked and accused of being responsible for this dreadful situation, implying that 
they do not even know the price of a baguette. In the chaos of argumentation, the young 
woman is asked to join the group, which only causes new annoyances for the innkeeper 
who directly starts a fresh speech of vulgarities (“ J’ai déjà assez de mal à le gagner, MOI, le 
pognon ! Alors si c’est pour le donner aux autres, plutôt me couper une coquille!”). 
The innkeeper finally bows his head and publicly apologizes for his atrocities, offering 
the young woman a job in his bar and even a place to live (cf. the role of women in Une 
histoire de science fiction in section 6.11). In a ridiculous scene, the woman starts to weep, 
obviously moved by this act of charity and the narrator, likewise moved by her sad tears, 
admits that there is not anything sadder than the tears of a teenager who cries unjustly. As 
everybody felt responsible for her situation, they all tried to comfort her as best they could, 
until the very moment when the innkeeper fell back into his atavism by announcing the 
necessity to raise the prices for the drinks if he takes the girl into his service. The philoso-
pher immediately reacts by attacking the innkeeper with a new flow of extreme vulgarities 
(“chier le monde”= “to needle the world / to shit the world full of…”) during which his 
complete indifference regarding the personal problems of the petty bourgeois becomes ob-
vious. A turning point can be seen in the young woman’s suggestion to transform the dive 
into an Internet bar (“cyber-rickmuche”) to attract more people, which then again would 
raise the innkeeper’s income. 
The final paragraphs of Chapitre 4 can be considered as homage to two important cul-
tural icons of French identity, the marionette series Nounours and the famous French ac-
tor Jean Gabin. When the young woman’s name is revealed as Pimprenelle, the innkeeper 
sarcastically replies that then his name would be Nicolas. This dialogue can only be under-
stood with a background knowledge of French TV and film culture of the 1950s-1980s, and 
is entirely based on the French cultural memory. Pimprenelle explains that her mother has 
been a fan of Nounours (Bonne nuit les petits), and has named her daughter according to this 
series’ influence. No further information is given in Chapitre 4, thus this remark is only fully 
comprehensible if one either has lived in France, or does some intertextual research follow-
ing the given hints. Bonne nuit les petits was a French puppet series for children, launched 
for the first time between 1962-73 and was usually shown before the news started. It was 
addressed to small children to prepare them for a good night’s sleep and to send them 
to bed before their parents could watch the news in tranquility. The plot was simple, but 
effective: A bear (nounours) visits every night two children (Pimprenelle and Nicolas) and 
asks them about their days and worries. Nounours  then tells a short good night story and 
disappears in the sky while the sandman throws sand in their eyes188. It is quite interest-
ing to discover that the author has chosen a children’s series about how to fall asleep and 
enter the wonderful world of dreams. This allusion might characterize the author’s desire 
to become a child again, similar to Breton’s statement about childhood and dreams in his 
first Manifesto:
188 Cf. episodes of Nounours available at: http://www.dailymotion.com/video/xky8g_bonne-nuit-les-
devinettes-de-nounou_family. 
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L’homme, se rêveur definitive, de jour en jour plus mécontent de son sort […]. S’il 
garde quelque lucidité, il ne peut que se retourner alors vers son enfance qui, pour 
massacrée qu’elle ait été par le soin des dresseurs, ne lui en semble pas moins pleine 
des charmes. Là, l’absence de toute rigueur connue lui laisse la perspective de plusi-
eurs vies menées à la fois ; il s’enracine dans cette illusion ; il ne veut plus connaître 
que la facilité momentanée, extrême, de toutes choses. Chaque matin, des enfants 
partent sans inquiétude.189
My own translation :
Man, this incurable dreamer, daily more unsatisfied with his destiny […]. If he still re-
tains some lucidity, the only thing he can do is turn back toward his childhood which, 
however his guides may have botched it, still strikes him as somehow charming. The-
re, the absence of any known restrictions allows him the perspective of several lives 
lived at once; this illusion roots within him; he is only interested in the fleeting, the ex-
treme facility of everything. Each day, children set off without a worry in the world. 
The second cultural allusion is the one of Jean Gabin, who is mentioned while describing 
the bartender’s face which is compared to the one of a bad Jean Gabin during an inquisition 
scene in one of the black-and-white films. Jean Gabin, the great French actor, is probably 
most notable due to his role as Commissaire Maigret, and due to other film-noirs (cf. Zig-
man 2008); it is therefore in this very tradition of film noirs and detective stories that the 
innkeeper asks Pimprenelle if she is wanted by the police. Chapitre 4 ends with an agreement 
between the innkeeper and the Internet friends around Dévastator and Pimprenelle, as far as 
the creation of an Internet café is concerned. 
6.8. SurreALiSt Support for SociAL outSiderS in chaPitre 5
Chapitre 5 is composed of 1092 words, 5174 characters without spaces, structured in four 
bullet points, and no further multimedia aspects, except the Vite, la suite! button. The fifth 
chapter is homage to society’s most favorite outsiders, the prostitutes, and is discussed in 
form of a discourse between the group around Dévastator and the rest of the clients. The 
sometimes absurd scenes strikingly remind one of the notorious scenes the French Surreal-
ists performed at private parties and official invitations (cf. Nadeau 1945: 92-96), and begin 
with Dévastator climbing onto a table for a new speech.  He intends to change the location 
and to lead the already drunken group to a more exciting place, because he worries that 
staying in Le Goujon qui tête would only contribute to an even higher degree of drunken-
ness among his friends. He sees the solution for a healthier end of this exciting night in 
the brothel next door to which he refers as “niche-club”. One of the clients supposes that 
he certainly means a place called Zébra-3 as it is the only “night-club” around the corner. 
The name Zébra-3 has been given to that particular location due to its interior design of 
armchairs made of faked zebra fur, but from the perspective of a cultural intertextuality, 
it is likewise possible that it is a reference to the French techno culture, as Zébra-3 is actu-
ally a French underground techno label190. The connection might consist of the character-
istic of being “underground”, of being “cast away” as an outsider, and as well of being a 
189 André Breton, 1924. Manifestes du surréalisme. 1991. Paris: Gallimard, p.13.
190 Information about this label is available at http://www.discogs.com/label/Zebra+3+Recording.
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place of liberated, independent thinking, because brothels have been judged as such by 
the Surrealists (Stamelman 2006: 67-81). The narrator and his four Internet friends share 
exactly the same perception of brothels, prostitutes and the general act of prostitution as 
the French Surrealists of the 1920s, but their explicit support for red-light districts encoun-
ters resistance among the rest of the drunken clients. One client speaks out disparagingly 
about prostitutes, calling them disregardful “les saucisses” and “ces garces”, showing a 
bourgeois disdainfulness which automatically provokes the next backlash from the Sur-
realist Internet group. These Internet Surrealists, or Hypersurrealists, engage in an offen-
sive speech to defend the reputation of brothels and prostitutes, calling their opponents 
“plouc” and “gueux” =beggar) while starting their social criticism and condemnation of 
bourgeois hypocrisy. Dévastator is convinced that this client referring to the girls as “sau-
cisses” must have been already a client in Zébra-3, too, for he can describe the interior of 
the brothel. The philosopher is determined to verbally assassinate this client and climbs onto 
a table (again), frowning at his adversary as a prelude to his upcoming speech containing 
the most powerful weapon: human foolishness. 
The aspect of foolishness correlates strongly with the Dadaist movement, which used 
absurdity and nonsense to ridicule society (cf. section 5.2) and both the prior scenes of af-
fection and argumentation as well as the following ones of dispute and carnal pleasures 
are expressivities of Dadaist absurdities. Aware of the contagious character of human fool-
ishness, the philosopher tries to use this weapon as careful as possible to avoid the risk of 
being fooled himself. The philosopher’s speech is packed with offenses (“Monsieur Macho-
man”; “le bovidé”, “vous n’êtes pas un cadeau”, “Si vous aviez le remède contre la mort, 
même à l’article je n’accepterais jamais que vous me pelotassiez les cuisses de vos doigts 
nauséabonds, en échange d’une quelconque faveur”), implying that this client looks like 
a regular client frequently visiting the Zébra-3 as a place of hedonic lust and debauchery. 
This explicit emotional release in favor of the prostitutes who had to endure the client’s 
catastrophic visits as “macho-man”, finds its climax in the capitalist structure of human 
exploitation, where the philosopher equates the act of prostitution with a disparate trade, 
in which the prostitutes are only considered as pure objects of carnal pleasure. Flesh for 
fantasy, so to speak, a capitalist fantasy built on dominance, exploitation, humiliation of a 
weaker part of society. Maître Jélagniack’s contribution to this ode to the ladies of easy virtue 
consists in the obligatory climb onto the table, from where he presents a poem dedicated 
to the prostitute’s life full of sacrifices which reportedly has been composed by an author 
originally from “Foumantchou” in the high spheres of the caucuses, known by the name 
of Matt Lechien. The ironic self-mockery of the author Matt Lechien and the reference to 
popular film culture of super villains like Dr. Fu Manchu emphasize the Brechtian epic nar-
ratology in Surrealist expressivity which, once again, identify this literary hypertext as an 
illusionary tale, as a science-fictional hypertext. Further allusions to popular culture in the 
medium of Television include the ones to the “wheel of fortune” (“la roue de la fortune”), 
a famous game show from the United States which was made into a French version in the 
1990s. After Six-roses’ final climb on the table and his call to leave for the Zébra-3, everybody 
leaves “Le Goujon qui tête”, and on their way to the brothel, the pirate suggests having a 
little “cannapause”, a break enjoying some cannabis. The strong identification with social 
outsiders and the approval of drugs, such as cannabis, can be found among the Surrealist 
of the 1920s in a strikingly similar way. 
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6.9. chaPitre 6 And chaPitre 7 AS HoMAge to tHe 
 SurreALiStS’ Life: drugS, wHoreS And pArtieS
Chapitre 6 is dedicated to cannabis and the free and legal consumption of certain drugs as 
part of a political and social criticism in France, and is composed of 971 words and 4602 
characters without spaces. It does not give new information relevant for my media-specific 
analysis, as only a textual presentation without any media devices is visible on this par-
ticular webpage. In Chapitre 6, it is mainly the pirate who pleads in favor of the use of can-
nabis instead of senselessly getting drunk, and while doing so, the group of bar clients is 
separated again between adherers of the right/legal position, and those of the left, illegal 
position (cf. the use of copyright/copyleft, section 6.2). The political right wing attitude of the 
innkeeper is made visible through extreme comparisons alluding to Third Reich vocabu-
lary, such as “forced labor”, to which he would sentence those people smoking joints (“Dé-
gage de là avec ta DROGUE! Moi, les pousse-mégots, j’les foutrais tous aux travaux forcés, 
ça mettrait pas longtemps !... ”). From the perspective of intertextuality, solely one refer-
ence can be of analytical use in this chapter, namely the reference to “P’tit Louis”. While 
the innkeeper tries to appear as the most decent, hard-working middleclass representative 
of the French bourgeoisie, the philosopher reminds him that “Le Goujon qui tête” is an ex-
traordinary expensive place to spend an evening, and that probably only the “P’tit Louis” 
offers more expansive beverages. This is an intertextual allusion to the existing restaurant 
scene in Paris, because the expression “Le P’tit Louis” is a typical Parisian way of referring 
to one of the most expensive bistros in the French capital, if not the whole country: L’ami 
Louis, situated at 32, rue du Vertbois, 75003 Paris191. This exaggeration underlines anew the 
Surrealist character of mockery and emphasizes the strong anti-capitalist crusade of these 
Internet friends, who regain control in their lively discourse on illegal drugs, for example 
by comparing accidents and assaults motivated by alcohol abuse and those motivated by 
cannabis (“Dis voir, l’honnête marchand de spiritueux... Combien de drames as-tu provo-
qués avec ton produit “légal”? Depuis le temps que tu exerces ta profession de dealer 
officiel, combien de tes clients ont-ils quitté ton “honnête” établissement pour aller tabass-
er leur femme et leurs enfants? Combien ont-ils provoqué de ces tragédies routières qui 
nourrissent quotidiennement les rubriques fait divers? Combien ont-ils perdu leur emploi? 
Combien sont devenus des loques humaines?”). This dialectic argumentation structure im-
presses Dévastator who, henceforth, calls the philosopher by the neologism of diplosoph (dip-
lomat and philosopher), addressing next the reader by commanding them not to look it up 
in the dictionaries. The already familiar address via epic theatrical means renders this tale 
even more Surreal, which later on continues with vulgarisms and colloquial speech (“Tu 
n’es qu’un simple marchand de merde au même titre qu’un vendeur d’héroïne....”), enter-
ing even a political motivated discourse to defend cannabis (“ …Par la faute des politiciens 
faussement puritains, la plupart des jeunes occidentaux sont condamnés à fumer la résine 
de cette plante... C’est ce qu’ils appellent le bédo. On conditionne ainsi le cannabis pour 
qu’il soit plus facile à transporter et moins repérable à son odeur. Evidement, il perd tout 
son charme lors de l’opération. De plus, les vendeurs de cette substance - tous attirés par la 
flambée des prix que provoque la prohibition - n’hésitent pas à mélanger la résine à toutes 
sortes de matières, telles que du cirage ou du plastique, afin d’en tirer de plus gros prof-
191 Information about this Parisian restaurant is available at: http://www.paris-paris-paris.com/paris_
city_guide/where_to_eat_timeout_paris/l_ami_louis.
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its.”). The narrator’s address to the author (“[Pas la peine de vous dire qui a parlé...]”) un-
derlines anew the Brechtian characteristics of Epic Theatre in Une histoire de science fiction. 
Chapitre 6 ends with the collective smoking of a joint before going to the brothel Zébra-3.
Chapitre 7, composed of 726 words and 3635 characters without spaces, begins with the 
group making their way to the brothel, and ends with descriptions of its excessive partying 
at the Zébra-3. Structured into seven bullet points, the story firstly unfolds with the portray-
al of the group after having smoked a joint together. Dévastator tells the readers about the 
relaxed and pleasant atmosphere, and when they arrived at Zebra-3, it was not even neces-
sary to ring the bell because the patronne had been already expecting them (as a result of 
the group’s noisy appearance on the street). Like all characters in this Surrealist hypertext, 
Madame Jetripatouille is reduced to a function, in her case the one of “mother of all whores”, 
which is evident both in her description as “charmante quinquagénaire à la poitrine opu-
lente”  and her name: Madame Playaround. For the first time, a place is referred to as Surreal-
ist (“l’endroit surréaliste”), a so-called “dumpsite for the godforsaken souls of life” (“une 
décharge pour les paumés de la vie.”). In this Surrealist place, everything had been made 
to satisfy the “crappy tastes of failed seducers and merchants of bad company” (“goûts 
de chiotte des séducteurs ratés et des représentants de commerce en mal de compagnie”). 
Zébra-3 is presented in the most stereotypical way: as a decor which might give the illusion 
of mystery and forbidden fruits, an ambiance veiled in semidarkness which would most 
certainly disappoint in bright light, a handful of women of easy virtue, and a stage for 
speeches, performances and parties. As in Le goujon qui tête, several speeches are given in 
Zébra-3, which are full of declarations of love and eulogies that underline the drunken and 
drugged state of the speakers. During one of those ironically staged scenes, the reader’s 
cultural memory is again challenged. In this scene, two clients from Le goujon qui tête, who 
usually argue, embrace each other while declaring their mutual love for each other (“-Je 
t’aime Dédé! –Moi aussi Marcel!”). The attentive reader will notice the intertextual allusion 
firstly by the use of “real” names (Dédé and Marcel) instead of pseudonyms or word plays, 
which are normally used in this work, as they are symbols of stereotypisation. Marcel and 
Dédé are as stereotypical as the others, because these names allude to two popular charac-
ters of the comedy group Les Robins des Bois. Les Robins des Bois are a French comedy group 
which was first formed in 1996 under the name of The Royal Imperial Green Rabbit Company 
which soon changed to Les Robins des Bois. Marcel and Dédé are two characters who appear 
in several sketches on stage, and they represent the stupidity of drunken and primitive 
people192. The bartender is surprised to see his clients in such an intimate situation and 
speculates on their potential homosexuality, but the philosopher explains to him that this is 
an act of peace and friendship. The remark about homosexuality is further emphasized by 
the narrator’s comments on the songs played in Zébra-3, as he mentions to have rediscov-
erd the songs by Dave to which he is dancing on stage. Dave was a famous singer in France 
in the 1970s and 1980s, and produced several number one hits. Dave, a.k.a Wouter Otto 
Levenbach, originally came from the Netherlands, a fact to which Dévastator alludes with 
remarks about the country’s reputation as far as marihuana is concerned (“Dans le fond, 
ce musician hors pair;-) n’était pas hollandaise d’origine pour rien”). The Surrealist feast 
reaches its bacchanal climax with sensual dances, stripteases, love declarations, and drugs. 
192 For a typical sketch of Marcel and Dédé cf. http://www.youtube.com/watch?v=Ni8_kiZmUsc.
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Chapitre 7 finishes by leaving the end open to further interpretations, because the narrator 
concludes with a remark about the collective blackouts of all participants.
Clicking on the Vite, la suite! button, the reader leaves the final chapter and returns to 
the table of contents which still offers him another option, the epilogue.
6.10. Anti-cApitALiSM And poSt-SixtieS criticiSM in 
 tHe éPilogUe 
From a media-specific perspective, the epilogue offers more interesting features than the 
previous chapters. The reader enters the epilogue web page from the table of contents and 
finds her/himself in front of a text structured into three paragraphs, with 523 words and 
2637 characters without spaces. The web page’s layout is identical to the layout of the pre-
vious chapters, but in contrast to these, the link Vite, la suite! at the bottom of the page does 
not lead her/him back to the table of contents, but instead leads her/him to another web 
page with the title Mens agitate molem (the mind moves the matter), an aphorism by Vergil, 
the classical Roman poet. This web page is composed of two paragraphs, 265 words and 
1271 characters without spaces, and a click on the Vite, la suite! button takes the reader to a 
further web page instead of leading him back to the table of contents. The next web page 
is named Mens agitate molem II! Le retour, and offers the reader not only five paragraphs 
with a total of 794 words and 3777 characters without spaces, but also four links to further 
explore. Clicking on Vite, la suite!, the reader is led directly to a page entitled Épilouge –fin-, 
which is composed of 703 words, 3397 characters without spaces, and one link. It is only 
after clicking on this page’s Vite, la suite button that the reader is transferred back to the 
table of contents. Taking the different webpages into account, the epilogue comprises 2285 
words and 11082 characters without spaces, and is hence the largest part of the hypertext. 
The play between expectation and disappointment, a typical Surrealist game, finds its cli-
max in the epilogue both from a layout and a content perspective. The reader is used to the 
Vite, la suite! button as a stable link to bring her/him back to the table of contents, but s/he 
must now discover that her/his expectations will be disappointed, as the link brings her/
him straight to other webpages. S/he is equally deceived by the title of this part, epilogue, 
because epilogues usually tend to be of a short length, or at least shorter than the previous 
chapters, whereas the contrary is true in Une histoire de science fiction. The game of expecta-
tion and disappointment in the layout of this work is repeated in the content, because the 
reader, after having read through 7 chapters which prepared her/him for fighting against 
Bigue Brozeur, is suddenly confronted with the epilogue, in which s/he will be both in-
formed about the end of this hypertext story and insulted by the narrator. 
The first paragraph of the first part of the epilogue picks up the topic of the group’s 
excessive night out and starts with a description of how Dévastator awakes next to the 
innkeeper the following day. With swollen eyes and symptoms of a hangover, the first 
person narrator is pleased to discover that he is still fully dressed without any signs of 
sexual intercourse which brings him at least some relief. The second paragraph, which 
begins with the narrator’s address to the reader, can be considered as an ironic reflection 
on the ephemeral character of electronic publishing, because apparently, another Internet 
user accessed the story’s website and altered it so that it cannot be continued any longer. 
This underlines both the openness of electronic publishing and its vulnerability. In contrast 
to printed books, compared with stone cathedrals by Victor Hugo, electronic books are 
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hybrid creations, which can be altered by “intruders” other than the author. They are like 
Surrealist sand castles: unique for a spatial moment before being destroyed by waves193. 
Dévastator explains that it is not the durability of a work that counts, but its originality. 
An original work is not a product to be consumed to satisfy the reader’s intellectuality, 
but a simple book which gives an honest reflection of the world we are living in (“Ce qui 
compte, c’est la nature originelle de l’œuvre. J’entends par-là que vous n’êtes pas devant 
un produit de consommation spécialement étudié pour vous masturber l’intellect, mais 
devant un livre. Un ouvrage sans prétention qui n’a d’autre objectif que de vous livrer une 
réflexion honnête et mûrie sur le monde dans lequel nous vivons.”). Clear preference is 
given to books instead of other media products, such as TV series and films. The strong 
criticism inherent in the expression “pour vous masturber l’intellect” finds its counterpart 
in the link se masturbe les neurones in Mens Agitat Molem II, which leads the reader to a 
film poster of The Matrix (cf. fig.15).
The epilogue ends with a reference to a book of poetry by Matt Lechien which Dévasta-
tor ironically refers to as rich and powerful, with poetry absolutely free of any technical 
constraint, without rhyme scheme, but nevertheless retaining an aesthetic power which 
has been given to the poet by chance by a paranatural grace. The first person narrator tells 
the reader that he will find out the end of the story after having read through the following 
webpage on poetry, which in effect functions as retarding element before the final closure, 
but also functions, in the Brechtian sense of Epic Theatre, as reminder that this Surrealist 
hypertext is of a fictional character. 
Clicking on the Vite, la suite! button, the reader is transferred to the Mens agitate molem 
webpage, which, as already indicated by its title, emphasizes the importance of the human 
mind and psychological processes (cf. Bolter’s views on the human mind in subsection 
5.3.1). The reader is deceived again by false promises made previously, because Mens agi-
tate molem does not include poems, but is entirely written in prose.  A pro-Surrealist plea is 
made, in which the narrator condemns the capitalist attitude of letting one’s mind wander 
in the remainders of mercantile culture and in which he instead suggests a new form of 
personal abnegation. This strong criticism of the throwaway society is further developed 
by accusing the reader of being an active part of social injustice and of not knowing any-
thing about real abnegation. Mens agitate molem ends with a cliffhanger when the narrator 
(again) warns the reader that the prose he will find on the next page could virtually bring 
her/him into a state of shoc. 
The Vite, la suite!  button brings the reader to the Mens agitate molem II page which starts 
by offending the reader (“Par votre passivité vous êtes devenus la honte de cette planète.”). 
This is further developed by an enumeration of insults and each insult is illustrated by 
a corresponding link (“Par ce dard je vise plus particulièrement la génération des post-
soixantuitards, la génération des légumes qui porte la marque de son maître, la génération 
qui se masturbe les neurones, la génération des égoïstes, la génération des couards...”). The 
first link la marque de son maître leads the reader to the following image:
193 An interesting artistic realization of the concept of Surrealist sand castles can be found in  Neo-
Surrealism which basically concentrates on digital art and pictures (cf. http://neosurrealism.artdigital-
design.com/modern-artists/?artworks/digital-art/the-sand-castle.html.
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Figure 27
Nike’s logo as one of the world’s leading manufacturer of sports equipment and athletic 
shoes functions as representative of capitalist monopolism, and the motto in vulgar English 
“Just fuck it!” reflects the fierce attitude towards this American company. It is mainly the 
post-sixties generations which are critically condemned by this link, because the narrator 
refers to them as “vegetables” (figuratively translated as “small fry”) which wear the label 
of their master (in this case the company Nike). As the 1960s were essentially marked by 
social revolution and counterculture against the establishment, war, social order and capi-
talism, the next generation supporting capitalism are criticized as unworthy  descendants. 
The second link se masturbe les neurones (cf. fig.15) refers to a passive intelligentsia who 
engages in the creation and consumption of pseudo-intellectual films and series instead 
of focusing on real issues and liberation from this passive consumption194. The third link 
des égoïstes leads to the image of starving children from Africa (probably suffering from 
HIV, too) and is accompanied by the  author’s sarcastic comment that the reader will have 
forgotten about them within two seconds.  
Figure 28
194 Ironically, it is exactly this idea of active self-determination which is developed in the film The 
Matrix.
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Human indifference towards the suffering of the poor as a result of Western capitalism lies 
at the centre of this criticism. Several comparisons to previous generations more capable 
of solving problems than the current generation of “cowards” (“Avant, c’était pas brillant, 
mais au moins les vieux ils n’avaient pas peur de sortir de chez eux pour régler leurs prob-
lèmes.”) and allusions to the French Revolution and the resulting benefits (“C’est entre 
autres pour ça que l’on n’a plus de roi (Euhh... pas si sûr !) et que vous avez droit à cinq se-
maines de congés payés. .”) emphasise the importance of political action. Intertextual refer-
ences can be found in “Euhh…pas si sûr !” which is an ironic remark about Jacques Chirac, 
the 22nd President of France (1995-2007), the conservative and traditionalist successor of the 
extremely popular 21st President from the Socialist Party, François Mitterand (1981-1995).
The second paragraph offers an explanation for having misled the reader by promis-
ing her/him poetry only later to disappoint her/him. The first-person narrator admits that 
it had been necessary to arouse the reader’s interest and to prove that the word poetry 
had been misused, abused, and overused in the 20th century. To illustrate his belief, the 
fourth link des règles immuables transfers the reader to an aphoristical text window which 
underlines the socialist attitude of the narrator by noting that real poetry can never be 
related to money. The following paragraphs expose in detail what real poetry should be, 
and a clear connection between freedom and poetry is established (“La vraie poésie n’a 
pas besoin de corset. Sans rime, sans vers, sans tambour et sans trompette, elle séduit le 
palimpeste comme le ferait tout aussi aisément une fille des champs au regard de braise. 
Par sa sincérité, elle bouscule les esprits, interpelle, et génère des sentiments.”). This poetic 
freedom finds its counterpart in digital literature, because the age of digitalization liberates 
poetry from the constraints of the printed book and the confinements of linearity and copy-
right (“Vous naviguez sur un livre gratuit qui n’a rien à vous vendre, un livre aussi libre 
que peut l’être son auteur, un livre qui ne demande qu’à se faire entendre.”). This poetry 
is political because it has the responsibility of doing justice (“La vraie poésie, c’est de faire 
le bon et le juste.”), and serving political aims for the benefit of the oppressed (“Le “beau” 
n’est qu’un simple habillage qui permet de ne pas se faire virer de la soirée de cet enfoiré 
d’ambassadeur. Chiez littéralement sur le politiquement correct et découvrez le poétique-
ment correct.”). Mens agitat molem II ends with an appeal to be creative and active and that 
the years to come will be better than the previous ones. 
The Vite, la suite! button brings the reader to the Épilogue II webpage and resumes the 
plot of Une histoire de science fiction in a retrospective way. The first paragraph describes 
the failure of Dévastator’s project to save the world from Bigue Brozeur and to awaken the 
population to social miseries such as poverty and HIV infections. Although the philosopher 
had written a brilliant article on the catastrophic spread of HIV on the African continent, 
it was rejected as a result of general indifference towards the African population (“Si deux 
millions d’êtres humains sont morts dans l’indifférence générale cette année-là, c’est bien 
parce que tout le monde y a trouvé son compte quelque part..”). The only link on this web-
page corresponds to the article on AIDS, because the reader is transferred to a text page 
offering statistical information on the disease: 
Having replaced the welcome page of disney.com with a statement on Disney’s abuse 
of Asian people who are treated like slaves in its factories, the pirate got arrested by 
the “junta of bilou [Bill Gates]”. The importance of Asia and the Orient in contrast to 
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the capitalist West finds its origin in the Surrealists rejection of the West and adoration 
of the Orient:
The Orient, like Artaud’s Mexico, is a magical realm and is part of the “new myth” pro-
claimed by Breton and his group in the text Rupture inaugurale, on June 21, 1947. An inquiry 
in Cahiers du mois, published in 1924, demonstrates this fact. In the piece, Breton clashes 
with Henri Massis, who had announced that the Orient constituted a true menace for the 
West. Breton, taking a radical, antinationalist position, proclaims the death of Western 
rationalism and literally predicts the “liquidation” of Western Mediterranean influences, 
notably ancient Greece and Rome: “For my part, I’m pleased that Western civilization is 
at stake. Today light comes to us from the Orient….The liquidation of Mediterranean influ-
ences is underway and for that I can only rejoice.”195
Figure 29
Meanwhile, Six-roses died of an alcoholic overdose on the streets “like a dog”. The philoso-
pher elaborated a new theory according to which one should treat evil with evil and soon 
joined the Front National. The Front National is a French far-right nationalist party founded 
by Jean-Marie Le Pen in 1972 and is particularly famous for its anti-Semitic views196, its 
radical rejection of (mainly African) foreigners, and even physical intimidation of its op-
ponents. Maître Jélagniack disappeared explaining that even the wise man is rendered a 
coward while being confronted with too much cowardice, and  Dévastator only under-
195 Martine Antle, 2006. Surrealism and the Orient. In: Katherine Conley and Pierre Taminiaux, eds. 
2006. Yale French Studies, Surrealism and Its Others (109), p.4.
196 As a result of public pressure regarding the issue of anti-Semitism, the Front National created a 
so-called Cercle National des Français Juif  (National Circle of French Jews) and included it to the list 
of already existing circles. The employment of French-African co-workers and party members also 
served the purpose to “prove” that the Front National was not xenophobic (cf. http://www.frontna-
tional.com/militantisme_cerclesamis.php.
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stood this many years later. He concludes that what people want, people get (“Ce que le 
peuple veut, le peuple l’a”) with reference to social misery and public indifference and 
ignorance. Dévastator, for himself, had moved to the Côte d’Ivoire, accompanied by Pim-
prenelle, and both lived happily in a tiny village where they had opened a “centre d’actions 
et d’informations” about AIDS. The Épilogue II ends with Dévastator’s preference for the 
African people because he had found hearts with a soul (“on a trouvé des âmes qui ont du 
cœur, c’est celles du people africain”). 
Clicking on Vite, la suite!, the reader is transferred back to the table of contents, from 
where s/he can chose to continue with the next link “moralité” (morality). This link only 
leads her/him to another text window containing the words: Bien peu en ont une...(Very 
few have one…). 
Figure 30
In the same way, the following link “license” brings the reader to a text page with copyleft 
information from the Surréaliste éditions. The reader is explicitly told that Une histoire de 
science fiction is free and can be freely distributed as long as it is a cost-free distribution. 
For further information queries, the link to the editor’s official website is included at the 
bottom of this text page. The link “télécharger” (download) is the final link in the table of 
contents (besides the editor’s one at the bottom of the webpage), and is designed to lead the 
reader to surrealiste.org if s/he wants to download further works of electronic literature. 
As a result of surrealist.org’s change into realiste.org, the outdated webpage is not any longer 
available and thus cannot be found. 
6.11. ASpectS of outSider SexuALity in Une histoire de 
 science fiction
The previous sections of chapter 6 unveiled many Surrealist aspects in Une histoire de sci-
ence fiction, which have proven it to be a Surrealist hypertext. Nevertheless, it is crucial to 
pay attention to an originally non-Surrealist quality of this literary hypertext, as it contrib-
utes essentially to its shape. This non-Surrealist characteristic might be considered as a 
complimentary feature to Surrealism, but equally so intrinsically opposed to Surrealism: 
outsider sexuality. Therefore, in this final section of my investigation, I will concentrate on 
homosexual constituents present in Une histoire de science fiction. 
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The erotic implications of Surrealist works mainly focus on desired objects and sexual 
perversions as revolutionary tools against bourgeois society and manifest themselves in a 
type of restless strolling through urban passages. Surrealist sexuality, though legendary for 
its scandalous proliferations, was still kept within the constraints of heterosexuality, or at 
least it appeared as such. Duchamp’s metrosexual “queering the field”197 as Rrose Sélavy, 
and Vander Clyde’s transformation into Barbette, captured on picture by Man Ray, open 
the discourse for twisted gender-defined identity. Deforming, dismembering and mor-
phing the human body renders it a genderless, but utterly sexual, object of occult desire, 
which opens the gates to outsider sex, that is towards androgyny and phallic centrism. 
Three types of phallic centrism are detectable in Une histoire de science fiction: (a) the 
dominance of male characters, (b) the phallic symbolism, and (c) the unmistakable allu-
sions to homosexuality. 
(a) The dominance of male characters renders Une histoire de science fiction a primary 
male tale of adventure in which women only form the décor as either innocent young girls 
(Pimprenelle) or less innocent older prostitutes (Madame Jetripatouille). In both cases, men 
take control and appear as acting forces of power. They provide shelter and protection for 
Pimprenelle in the form of offering drinks, a job and a place to stay (cf. section 6.7) and they 
provide financial support for the prostitutes in by paying for their time and services (cf. 
section 6.9). The role of women is therefore rendered as marginal and can be compared to 
the dichotomy between a virgin and a whore, but neither Pimprenelle nor the prostitutes 
form the centre of male interest. They function as pleasant ornaments alongside Dévasta-
tor’s journey towards fighting Bigue Brozeur during which he organizes an exclusive male 
companionship via the Internet. The phallic centrism in Une histoire de science fiction is a 
centrism built on masculinity and power, in comparison to the inferiority of women. In the 
original Surrealist literature by Breton, Aragon or Soupault, women had always been the 
centre of attention, if not obsession (cf. Breton’s Nadja).  Although the readers are informed 
of Pimprenelle’s and Dévastator’s escape to Africa at the end of the story, this never appears 
as the result of a love story, neither does the whole plot of Une histoire de science fiction. 
b) The phallic symbolism in Une histoire de science fiction manifests itself in visual images 
and textual descriptions. A slight phallic symbolism is traceable on the front cover of the 
French hypertext which shows a collage referring to the declaration of human rights on 
the 26th of August 1789 (Déclaration des Droits de l’homme et du citoyen du 26 août 1789). As 
previously demonstrated in section 6.1, the theme of this cover is an allegory to the abuse 
of human rights. The African man who only wears a loincloth and a headscarf symbolizes 
African poverty which stands in vital opposition to Western prosperity. With both the dec-
laration of human rights and a paper against the American company Pfitzer in his hands, 
he accuses Western civilizations of exploiting Third World countries. The poorly dressed 
African man appears inferior to the well-dressed representatives of Western civilizations 
because his body is scarcely covered, which leaves him more vulnerable in comparison to 
the others. But this nudity not only highlights his defenselessness, it turns him into an ob-
ject of sexual desire by unveiling non-procreative parts of his body. The focus on masculin-
ity is further emphasized by the expression “l’homme” in the declaration of human rights, 
as it both means “human being” and “man”.
197 Robert Harvey, 2006. Where’s Duchamp? – Out Queering the Field. In: Katharine Conley and Pierre 
Taminiaux, eds., 2006. Yale French Studies. Surrealism and Its Others. No.109, pp. 82-97, p.82.
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The next reference to masculinity is given in the following webpage containing only an 
invitation for the reader to fill in her/his name which, once entered, directs the reader to the 
next webpage. But as figure 3 clearly shows (cf. section 6.2), only the male reader is taken 
into consideration: Lecteur Masqué- (male) reader in disguise. The term “disguise” evokes 
secret desires, such as, in our context, the clandestine strolling through passages (both as 
a passenger of this hypertext document and as a wanderer through urban passages), the 
architectural masterpieces of Parisian corridors. According to Max Ernst, the connection 
between architecture and phallic symbols is quite obvious, taking into consideration that 
it was him who coined the term “phallustrade”. Max Ernst’s definition of “phallustrade” 
highlights the connection between sexuality and occultism in a typical non-sense quirki-
ness of Surrealist definitions: 
What is a Phallustrade?
It is an alchemic product composed of the following elements: the autostrade, the 
balustrade and a certain quantity of phallus. A phallustrade is a verbal collage.198 
This definition unveils the trinity of masculine sexuality, alchemist procedures and archi-
tectural structures and can be considered as part of paranormal exaltations in nocturnal 
worlds which strongly rely on their architectural structure, whether this structure is to 
be found in Surreal dreams or a real Surreality. Ionna Papaspyridou points out that the 
existence or non-existence of internal dream structures and their transcription created 
major worries among the Surrealists, because Michel Leiris claimed that his nocturnal 
world would be far better organized than his “real” world, but Artaud admitted that all his 
dreams were “sans issues, sans château fort, sans plan de ville.”199 This proves the neces-
sity of architectural structure, and this architectural structure is one of a city, and there can 
only be one city for the Surrealists: Paris. Although the architecture of Paris as “cadavre 
exquis” inspired the Surrealists with its visual stimulations and “beauté convulsive”, Sur-
realist architecture was limited to visionary conjectures, such as André Breton’s vision of a 
transparent glass house in Nadja (cf. section 4.4). This idea of transparency equals the one 
of contemporary social networking, such as facebook and twitter, and recent reality TV 
shows, such as Big Brother and Survivor.  
Further phallic symbols in Une histoire de science fiction include the recurring image of 
the pen at the bottom of each of the webpages which can be considered a cross-reference 
to printed books, and the image of the gun pointed at the reader from figure 10,  which 
can be understood as threatening power. The power of the pen and the power of the gun, 
both representing quite distinguishable extremes, have been related to men for centuries. 
Symbolizing authority and control, they had been kept for men’s use only and hence be-
came traditional symbols of phallic power. This correlates with the poster of the film The 
Matrix in which the four main actors (three men and one androgenous woman: Laurence 
198 David Hopkins, 1998. Marcel Duchamp and Max Ernst. The bride shared. Clarendon Studies in the 
History of Art. Oxford: Clarendon Press, p.134.
199 Ionna Papaspyridou, 2007. Récit de rêve. In : Henri Béhar and Alain Chevrier, 2007. Actes du Col-
loque « SURRÉALISME ET CONTRAINTES FORMELLES » organisé les 13 et 14 octobre 2006 en 
Sorbonne par le Centre de Recherches sur le Surréalisme (Paris III – CNRS), Formules. Revue des 
Creations Formelles, Paris : Noesis, pp. 97-107, p.100.
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Fishburne as Morpheus, Keanu Reeves as Neo, Joe Pantoliano as Cypher, and Carrie-Anne 
Moss as Trinity) are shown, all heavily armed. 
Other examples of phallic centrism in visual images regard the image of the cat sitting 
on the red mail box (fig. 17). “Cat” is of masculine gender in French, “le chat”, whereas 
“mailbox” is feminine, “la boîte aux lettres”, which then translates into the male “sitting 
on” (controlling) the female. 
Phallic symbolism is further perceived from a variety of textual descriptions of interior 
design. As previously analyzed in section 6.6 of my investigation (Aspects of intertextuality 
and social injustice in Chapitre 3), all interior furniture and fittings of the bar Le Goujon qui 
tête are attached to the floor and fixed with screws. This forced position towards verticality 
(a forced phallic position) is a symbol of the desperate intent to maintain control, not only 
of the generally loose furniture but of masculinity in general. It is likewise the anxious goal 
to hold on to the idea of straightness or “being straight” in the sense of heterosexuality. 
This phallism in the bar corresponds to the customers who are all men, seemingly building 
a secret circle of “phallic representatives”, and who react surprised by the appearance of a 
young woman, Pimprenelle. In particular, the innkeeper, responsible for the erection of his 
furniture into phallic positions, initially rejects her and commands her to leave. This is only 
prevented by the intervention of Dévastator and his friends, who convince, if not force, the 
innkeeper to offer her a job and a place to live. 
The concentration on male companionship is a very Surrealist one, though only pro-
moted and rigorously set up by André Breton himself. From 1928 until 1932, he gathered 
his companions around him, notably Aragon, Boiffard, Morise, Naville, Péret, Prévert, 
Queneau and Tanguy, and discussed matters of sexuality (“inquiries of sexuality”, as he 
called it) in several group discussions from which women were strictly excluded. In his 
book Revolution of the Mind. The Life of André Breton, Mark Polizzotti dedicates almost an 
entire chapter to Breton’s fascination with sexual topics, from 
[…] masturbation (“a legitimate compensation for certain of life’s misfortunes,” Bre-
ton decreed) to impotence to depravity. Among the sexual dislikes Breton aired were 
brothels (“places where everything has a price”), multiple partners, “artificial” means 
of reaching orgasm (“for me it’s a moral issue”), voyeurism, exhibitionism, black wo-
men (too prone to bearing children, he felt), women who didn’t speak French, wo-
men who farted in his presence, and promiscuity. […] And most of all, he violently 
condemned male homosexuality, threatening to end the discussions altogether when 
Queneau, Aragon, and Boiffard expressed their acceptance of it: “I accuse pederasts of 
testing human tolerance with a mental and moral deficit,” he declared.200
Being extremely homophobic, Breton likewise distrusted women and kept a questionable 
distance from eroticism and intimacy (although he was married three times, first to Simone 
Collinet, then to Jacqueline Lamba, and finally to Elisa Claro, and has one child, Aube). The 
whole set of characters in Une histoire de science fiction reminds one of Breton and his strict 
orders as the “Pope of Surrealism”, as he was called by friend and foe. Breton’s reluctance 
200 Mark Polizzotti, 2009. Revolution of the Mind. The Life of André Breton. Boston, MA: Black Widow 
Press, p.262.
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to include women in his “phallic” circle had been an object of criticism within his own sur-
realist circles, the own rows, as he was confronted regarding the exclusive male aspect of 
the meetings. As an official explanation for the single-gender gatherings, he replied “that 
he was afraid the presence of women would discourage the others from being completely 
candid.” (Polizzotti 2009: 262). 
As already pointed out before, the relationship between transparency and Surrealist ar-
chitecture is undeniable, but the relationship between architecture, occultism and outsider 
sex (homosexuality, trans-sexuality, genderless gothic sexuality) still needs to be analyzed. 
Finkelstein highlights the “close analogy between this architecture and the concept of the 
object in Surrealism”201 by drawing attention to the fetishness of objects which could serve 
as a trigger for sexual fantasies. When Finkelstein refers to body fetishes, he means “legs, 
hands, and other severed or fractured parts of the human body” which can “serve as car-
riers of sexual perversion in the Surrealist object, mainly when they cause the sexual emo-
tions to focus upon non-procreative parts of the human body” (Finkelstein 1979: 69). But 
this dismemberment has barely been taken into consideration regarding outsider sexuality. 
In the same way, André Kertész’s photographs of dismembered male Parisians have been 
looked at as expressions of purely anti-war criticism of France’s return to order, in which 
the male, dismembered and traumatized body symbolizes a fragmented and vulnerable 
masculinity as part of modern France. Amy Lyford correctly points out that 
Kertész’s Parisian street photographs are valuable for an understanding of Surrea-
list visual culture in that they explore the male body’s place in France’s rhetoric of 
postwar reconstruction. While representations of the modern woman of the 1920s 
are now staples of French cultural history, the image of the mutilated or prosthetic 
man – in many ways the modern woman’s counterpart – has not been adequately 
addressed.202 
Lyford’s criticism is justified and, further on, developed by examining the chipped pros-
thetic legs in Kertész’s photographs as a phallic symbol which implies the loss of cultural 
authority. She illuminates aspects of Surrealist masculinity while tearing down gender-
specific borders (the shift from masculine to feminine), but mainly concentrates on hetero-
sexual categories, sometimes of a metrosexual character. Outsider sexuality in Kertész’s 
photography still remains a field to be investigated, in particular with its connection to 
architecture. In the same way, the architectural presentation of Paris and its outsider sexu-
ality as part of an urban occultism needs to be investigated.  The occult aspect of Sur-
realism noir penetrates not only anti-bourgeois and pro-Lacan positions on paranoia, for 
example in the Papin affair,  it also contributes to a play on ambiguous images and haunts, 
“whether mobilized in service of an atmosphere of gothic claustrophobia or of hard-boiled 
ambivalence”203. The legacy of this manifestation of Surrealism noir is particularly evident 
201 Haim N. Finkelstein, 1979. Surrealism and the Crisis of the Object. Ann Arbor, Michigan: Research 
Press, p.111.
202 Amy Lyford, 2003. Advertising Surrealist Masculinity: André Kertész in Paris. In: Raymond Spiteri 
and Donald LaCoss, eds., 2003. Surrealism, Politics and Culture. Hants: Ashgate, pp. 73-90, p.84.
203   Jonathan P. Eburne, 2003. Surrealism Noir. In: Raymond Spiteri and Donald LaCoss, eds., 2003. 
Surrealism, Politics and Culture. Hants: Ashgate, pp. 91-110, p.107.
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in neo/gothic Surrealism, which uses the digital structure of its form as an architectural 
backbone (cf.http://www.neoSurrealismart.com/).  The dark side of Surrealism and its 
forms of outsider sexuality have found their way into contemporary pop culture, not only 
on the web, but also predominantly in gothic and science-fiction films, where sexual at-
traction is unreservedly bound to the forbidden, e.g. humans and machines (Terminator), 
androgynous counterparts of bred humans (The Matrix), werewolves and vampires (Un-
derworld), humans and the un-dead (basically every Vampire film since Nosferatu), which 
can be considered, technically speaking, as a type of necrophilia. Male virility and male 
vulnerability serve as an occult source of attraction for both sexes. 
This SURREALIST ARCHISEXTURE, as I would like to coin it, refers to the unchecked 
desire of wandering through urban Paris, a Paris of outsider sexuality, occultism and ar-
chitecture. Particularly the photographic, but also the literary portrayal of architecture in 
combination with men, has been neglected as a research project with great potential. When 
Mary Ann Caws refers to the Surrealist passage as “[…] sometimes devoted to its own un-
doing, showing a determinedly mobile architexture, and not an unchangeable, monumen-
tal architecture, finished and perfected.”204, she is talking about the openness of the text. 
ARCHISEXTURE has to be taken literally: the concentration on architecture and outsider 
sexuality in urban Paris, where gender-blurring androgyny and object oriented sexuality 
form part of its nocturnal life. 
c) The unmistakable allusions to homosexuality in Une histoire de science fiction mainly 
occur via references to pop culture and music, and can be considered non-Surrealist as-
pects, as Surrealism paradoxically refused homosexuals and denied homosexuality. The 
“Pope of Surrealism”, André Breton, was a fierce opponent to homosexuality, which ap-
pears to be one of the most important contradictions within Surrealism. The founder of 
Surrealism, the man who wrote both Manifestos and who vividly fought for social and 
mental freedom from a rigid and conservative society was actually backing this tradition-
alist society in relation to one of their most avid taboos: homosexuality. He even declared 
that homosexual practices disgusted him and he did not accept homosexuals in his circle 
of friends or the Surrealist group, with very rare exceptions (Polizzotti 2009: 80), which 
lead to the exclusion of many Surrealists. Homophobic since childhood, his rejection of this 
type of outsider sexuality even worsened as a result of Vaché’s disappearance and death. 
A strong admirer of Vaché, despite his openly lived bisexuality, Breton condemned the 
circumstances which lead to Vaché’s death. Rejecting any hints of Vaché’s preference for 
androgyny and male companionship, Breton idolized him as “consummate dandy, asexual 
and disdainful, impervious to the temptations of the flesh” (Polizzotti 2009: 80). Vaché’s 
dead body was found naked in a bed, next to another dead male body, and it was claimed 
that an overdose of opium was responsible for his tragic end. Breton’s passionate attrac-
tion to Vaché still needs to be analyzed as a potential homoerotic affection which was kept 
under control, if not entirely suppressed by the “Pope of Surrealism”. After Vaché’s death, 
Breton’s position on homosexuality hardened remarkably, and it is not too farfetched to 
hold him partly responsible for Crevel’s suicide in 1935. Crevel belonged to the Surreal-
ist group despite being openly homosexual; he was the only openly gay member of the 
Surrealist group, which tolerated (at least more or less, but not completely) his way of 
204 Caws, Mary Ann, 1981. A Metapoetics of the Passage. Architextures in Surrealism and After. New 
England, Hanover: University Press of New England, p.35.
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life. His main interest, though, focused on communist productions, which was significant 
for his dilemma. He wanted the proletarian revolution, but belonged to the circles of the 
Parisian high society which adored him. He was a member of the Surrealist group which 
condemned homosexuality, but lived an openly gay life. His suicide (narcotics plus gas 
from his kitchen stove) occurred shortly after having received medical confirmation of 
the terminal character of his tuberculosis. But previous events surely contributed to his 
final act of free will, and most notably it was Breton’s conduct with a member of the First 
International Congress of Writers for the Defense of Culture which ultimately contributed to 
Crevel’s decision to commit suicide. This congress was supposed to open on the 21st of 
June 1935, and was designed to function as a meeting of mainly communist intellectuals to 
which Aragon, Crevel, and Tzara already belonged. Breton wanted to be included in this 
Congress and was finally chosen as the Surrealist’s orator, although the Soviet member 
Ilya Ehrenburg strongly opposed his participation. Three days before Crevel’s death, Bre-
ton accidentally met Ehrenburg on a Parisian street and slapped him several times in the 
face. This aggression was motivated by an earlier published pamphlet in which Ehrenburg 
insulted Breton and the Surrealists. As a consequence of this attack, Breton was expelled 
from the Congress, although Crevel tried to arbitrate, but Breton refused his attempts. Too 
strong were his beliefs in Surrealism and too critical were his opinions of communism. 
Pierre Taminiaux suggests one needs 
[…] go back first to the Second Manifesto of 1930 in order to understand the complexi-
ty of the relationship between surrealism and Marxist ideology. This text was written 
in a climate of extreme political tension and social turmoil. Breton proclaimed in it 
his fundamental support of the basic principles of historical materialism. But he also 
demonstrated his profound hostility toward the leadership of the French Communist 
Party and denounced all the intellectuals who were betraying the spirit of surrealism 
by submitting entirely to its authority in order to pursue their own personal ambiti-
ons.205  
Breton’s refusal to give in and the following debates with the Congress exhausted Crevel 
who, like always, fell between two stools. Many of Breton’s critics later accused him of 
being partially responsible for Crevel’s death, but it was Crevel himself who had already 
played on various occasions with the idea of suicide, as his Response to Enquiry on Suicide 
proves:
A solution? …yes. […] Suicide is a means of selection. Those who kill themselves are 
the ones who lack the quasi-universal cowardice to struggle against certain feelings 
in the soul so intense that, until further notice, we must take them as a sensation of 
the truth. Only this sensation allows us to accept the most convincingly sound and 
permanent of solutions: suicide.206
205 Pierre Taminiaux, 2006. Breton and Trotsky: The Revolutionary Memory of Surrealism. In: Katha-
rine Conley and Pierre Taminiaux, eds., 2006. Yale French Studies, Surrealism and Its Others (109), 
p.53.
206 René Crevel, 1925. Réponse à une enquête sur le suicide. Translated by Jonathan Eburne, 2003. In: 
Mary Ann Caws, ed., 2004. Surrealism. London: Phaidon Press, p.203.
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Being the only tolerated gay Surrealist (with the exception of Sade and Rimbaud as inspira-
tional forces), Crevel’s death apparently closed the door to outsider sexuality, but Lawrence 
R. Schehr refers to Aragon and Queneau as homosexuals in “disguise”, as their outing in 
the 1960s and 1970s revealed. Schehr even suggests Breton’s own latent homosexuality as a 
cause for his rigorous denial of homosexuality and expulsion of homosexuals:
As Guérin writes, “André Breton’s first wife told me that Breton was a latent, repres-
sed homosexual…He had a sort of physical horror for the practice of homosexuality” 
(quoted in Barbedette and Carassou, 53). […] Finally, along the lines of these biog-
raphical remarks, one should remember that during the first night of the discussion 
“Recherches sur la sexualité,” a number of the authors list their favorite sexual posi-
tions. Queneau, Breton, and Péret all give a list of three positions. In each case, there 
is some variant of heterosexual intercourse (“en levrette,” “la femme assise de face,” 
“à la paresseuse”); the other two favorite positions are not some other variants of he-
terosexual genital intercourse, but sodomy (anal intercourse) and “69” (mutual oral 
sex), which Breton (436) will qualify elsewhere as his favorite sexual position. Is it an 
accident that these positions are often more closely associated with homosexuality 
than with heterosexuality?207
This theory could be plausible, from a psycho-analytical point of view, taking the extreme-
ly negative and energetic reactions of Breton against homosexuals into account. 
The allusions to homosexuality in Une histoire de science are generally of a very affirma-
tive character, as the complaisant mentioning of gay artists and music demonstrate. The 
group around Dévastator joyfully indulges in gay-erotic dances in the brothel (cf. section 
6.9) and it appears that the prostitutes in Zébra-3 will not be the centre of male attention. 
The fact that Dévastator wakes up next to the bartender only emphasizes the idea of a 
homosexual or bisexual orgy in a place of carnal pleasure (brothels, again, were rejected 
by Breton). Although he describes his apparent relief in not noticing any signs of anal in-
tercourse (cf. section 6.9), it remains still a very questionable scene. Why was it written in 
the first instance if it did not have any homosexual meaning at all? Dévastator could have 
woken up at noon next to Pimprenelle or on a sofa or in the middle of a Parisian boulevard. 
In my opinion, this scene has been purposely built on ambiguity, open to further interpre-
tations from the perspective of outsider sexuality.    
207 Lawrence R. Schehr, 1995. Alcibiades at the door. Gay discourses in French literature.  Stanford: 
Stanford University Press, p.33.
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7. Alternative interpretations 
and readings
7.1. ALternAtive interpretAtionS
Chapter 6 of my research focused on a media-specific analysis in order to unveil intertex-
tuality in Une histoire de science fiction, but if I applied different literary approaches to the 
analysis of Une histoire de science fiction, would that result in different interpretations? In 
chapter 3, I thoroughly discussed the text/work dichotomy according to literary criticism 
and several literary theories which already, at least partly, pointed towards different read-
ing experiences and/or interpretations. The following analysis explicitly examines the dif-
ferent approaches to literary scholarship mentioned in section 3.1. (Une histoire de science 
fiction: text or work?).
In section 3.1.1, I gave a critical overview of hermeneutical aspects and reader-response 
criticism in the discourse on text and work which included several examples of Une histoire 
de science fiction with reference to Ingarden and Iser, and section 6.2 (Simulacra and dedica-
tion: the reader response pages) dealt exclusively with reader-response criticism within 
this hypertext. As already emphasized in section 6.2, the dedication page at the beginning 
of Une histoire de science fiction serves as an apparent interactive platform or social network 
between author and reader, although the author will never know who nor how many peo-
ple have precisely entered the hypertext by entering her/his name. The personalized dedi-
cation can be considered as a part of simulacra to give the reader the feeling of being a part 
of this hypertext and of being in connection with the producer of this hypertext. Although 
it is obvious that the author encourages the reader on a more personal level to follow the 
reading path(s), it is impossible to say, at least in this research, how each reader has felt 
during the reading process. Empirical data and professional training would be required 
in order to follow a psychoanalytic approach to writing and reading in relation to this 
Surrealist hypertext: empirical data from a certain quantity of readers who would have 
volunteered to participate in such a survey or investigation, and prior professional training 
for them in the field of psychoanalysis, as Stanley J. Coen correctly remarks:
To learn the method of practicing psychoanalysis requires personal psychoanalysis 
and some experience with conducting psychoanalysis under supervision; theoretical 
learning alone is insufficient for freeing people to be able to draw upon their own 
psychic responses in order to understand and interpret (analyze) another, person or 
text208.
Unfortunately, I do not possess an academic or professional background in psychology 
or psychoanalysis, thus I would not consider myself capable of conducting such an inves-
tigation. The psychoanalytic approach, in my opinion, could be an excellent method for 
208 Stanley J. Coen, 1994, p.171.
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trained psychoanalytic literary critics, but could be rather difficult for “ordinary” scholars 
and academics. Of course, I could have written a very personal analysis of Une histoire de 
science fiction, which could have only dealt with my individual feelings, perceptions and 
imaginations regarding the different topics and reading paths. In the end, such a method 
would certainly have led me to very interesting results, some of which could have been 
quite similar to those obtained by the media-specific analysis, for example the feeling of 
constraint regarding the limited navigational choices of the hypertext, the feeling of sur-
prise, if not disappointment, while realizing the sudden end of the story, or the feeling of 
shock, amusement, and guilt while looking at the different drawings, pictures or pop-up 
windows. But these feelings are of a very general character and certainly have been fore-
seen or anticipated, if not provoked by the author. In that sense, Rabinowitz’s “authorial 
reading” can be clearly applied here (cf. subsection 3.1.1) An indefinite amount of more 
personal associations, memories and imaginations came to my mind during the reading 
process which I, of course, have not included in my research because I did not consider 
it adequate or appropriate or scientific enough to even be mentioned. Although not too 
familiar with psychoanalysis, I seriously doubt that my personal associations had been 
“planned” by the author. Reflecting on the amount of visual stimulations within Une his-
toire de science fiction, not only in the form of pictures, drawings, pop-up windows, but also 
in the form of layout and background colors, Ellen J. Esrock’s book The Reader’s Eye. Visual 
Imaging As Reader Response sheds a brilliant light on the problem already mentioned in 
subsection 3.1.2 of my research: not everybody is able to visualize or even to form visual 
images at all. It is surely appropriate to claim that most of the intrinsic intertextuality of 
Une histoire de science fiction functions in the sense of an “authorial reading” and historical 
construct, for example the spelling of Bigue Brozeur, the allusions to wrongly spelled Paris-
ian places (Place de la Pastille), therefore a psychoanalytic approach could arrive at similar 
results. Nevertheless, this would neither lead to a similar interpretation of this hypertext, 
nor would it lead to different interpretations of it, because the hypertext would not be the 
aim of such an investigation. The reader would be. The reader and her/his feelings during 
the act of reading would and should be in the limelight of a psychoanalytic literary criti-
cism. It would be a very fascinating project to study Une histoire de science fiction according 
to the psychoanalytic literary criticism; however, my research did not focus on the reader, 
although s/he plays a very important part in this investigation, but on the medium. For this 
reason, I regard reader-response criticism as an important method to analyze hypertexts 
if the main focus of the research is laid on the reader and her/his feelings during the act of 
reading. Such an investigation, by nature, must be an empirical piece of research with a suf-
ficiently ample database of reading experiences by different readers. My research, though, 
has never been conceived as such, and the reader-response criticism, therefore, cannot be 
taken into consideration as a relevant method for interpretation in this particular case. 
In subsection 3.1.2, I discussed the cultural conditions of poetic qualities and gave an 
example of Une histoire de science fiction which proved the importance of linguistic and 
cultural memory aspects inherent in this hypertext. Agreeing with Ian Morland’s view of 
the history of a text as a cultural one (Morland 2001: 88), I consider any literary method 
which concentrates on these cultural aspects as highly productive. In particular Eco’s view 
regarding the reader’s desire for satisfaction during the act of reading is certainly relevant 
for an analysis of Une histoire de science fiction, in specifically, and for the analysis of literary 
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hypertexts in general. If we applied this literary approach to the analysis of Une histoire de 
science fiction, we would probably come to, with respect to cultural aspects, a very similar 
interpretation of this hypertext. But certain aspects of this hypertext would not have been 
taken into consideration following such an analysis, for example the rigid hypertext struc-
ture which only offers a limited navigational choice. As I have shown in my media-specific 
analysis, this limited choice corresponds to the limitations of the human being in society 
(cf. section 6.3 Préambule and Introduction as explanatory fundament of the hypertextual 
and Surrealist framework). To jump from one link to another (from one chapter to another 
chapter), the reader has to return to the table of contents which visibly restricts his naviga-
tional freedom and this, as I have proved in my analysis, corresponds to the limited choices 
within society. Bigue Brozeur’s website, although away from offering a well organized link-
age system, offers, nonetheless, a far better one in comparison to the main web pages of 
Une histoire de science fiction. This has led me to the conclusion that the form of this literary 
hypertext reflects the content and can therefore be considered as an allegory to the power 
of capitalists over ordinary citizens, because elitists and capitalists seem to have a greater 
navigational freedom than the others. This visual presentation of power and abuse is only 
detectable via a media-specific analysis. 
The same can be established for a structuralist analysis in relation to Une histoire de sci-
ence fiction, which would have focused on the interdependence of signs by a relationship of 
oppositions. A structuralist analysis, with reference to Rorty’s linguistic turn, would have 
obtained exactly the same results as the following binary opposition pairs: dominance/
weakness, nature/culture, male/female, heterosexuality/homosexuality, healthy/unhealthy, 
and individual/society. 
This could have been achieved by only studying the textual parts of this hypertext, 
but to come to a comprehensive understanding of each pair of oppositions, an analysis 
of images and their visual presentation within the document is of vital significance, for 
example the image of the cat sitting on the mailbox (“le chat”/”la boîte aux lettres”, fig. 
17), which is a symbol of phallic centrism which I revealed in detail in section 6.11 of my 
research. Likewise, the collage of the front cover of Une histoire de science fiction reflects 
Western/European/French wealth in contrast to Southern/African poverty (cf. section 6.1) 
and introduces the topic of social injustice. It was due to the media-specific analysis that 
these images could be taken into consideration for my analysis, therefore any structuralist 
analysis needs to be open to the medium, too. Furthermore, the intertextual elements in 
Une histoire de science fiction would have been more difficult to detect purely from a struc-
turalist analysis. 
As has been shown in chapter 6 of my research, I successfully combined the media-spe-
cific analysis with intertextual deconstruction which proved to be a very fruitful method 
for analyzing Une histoire de science fiction, because literary hypertexts can be even more 
strongly seen (at least from a digital point of view) as parts of an immense web of texts 
with inter-connecting axes (cf. subsection 3.1.4 Intertextual deconstruction). This analysis 
has unveiled the necessity for a fresh vocabulary in the most Derridaen and Barthian sense, 
particularly so with respect to the terms “writing” and “reading”. 
Montrose’s historicity of texts and the textuality of history (Montrose 1989: 20) and Clifford 
Geertz’ “culture as text” could successfully be applied to an analysis of Une histoire de sci-
ence fiction, in particular with respect to aspects of cultural memory, such as Dave, Goujon, 
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Marcel et Dédé etc. Likewise, new historicism acknowledges the importance of media for 
any literary production, but, unfortunately, not as a relevance for the analyzing process as 
such. Although system theorists such as Luhmann, Plumpe or Weber approach the idea 
of media-specificity by declaring literature as a functional type of communication which 
needs to be codified, the analysis, as such, would not concentrate too much on the concrete 
hypertextual structure of Une histoire de science fiction.  
Summarizing the alternative interpretations of Une histoire de science fiction, it is impor-
tant to emphasize that each of the mentioned literary methods can be successfully used to 
analyze this hypertext, and that each of them can contribute to excellent interpretations. 
Of course, different or slightly different interpretations would emerge as far as the focus of 
those interpretations is concerned, but a broader/deeper understanding of this hypertext 
would only be achieved by combining them with the media-specific analysis. Therefore, I 
suggest to chose a combination of one (or several) of the discussed literary theories togeth-
er with the media-specific analysis in order to properly analyze any literary hypertexts.  
7.2. ALternAtive reAdingS
Matt Lechien’s Une histoire de science fiction emphasizes a hierarchical and chronological 
reading order by presenting the reader with a typical print-style table of contents (cf. sec-
tion 6.2) to which the reader is, in most cases, led back to after having finished one chapter. 
As already shown in the previous sections of chapter 6 of my investigation, the anti-capi-
talist message can be found in almost every single chapter, read in the chronological order 
suggested by the creator of this hypertext, but the question arises as to whether the anti-
capitalist criticism remains the same if one leaves the constraints of a chronological reading 
path. Would there be even different endings or plots if one chooses to start with Chapitre 5 
instead of the Préambule and Introduction, in short, would this hypertext offer truly different 
reading experiences by changing the order? Can different interpretations emerge on the 
basis of different ways of reading or scrolling through the hypertext? It would go beyond 
the scope of this research to try all possible combinations, but I tried two different reading 
paths to verify or falsify the obtained results of the chronological reading order. 
Reading path 1:
Chapitre 4, Chapitre 2, Épilogue, Chapitre 1, Chapitre 7, Licence, Télécharger, Sur-
réaliste éditions, Moralité, Chapitre 5, Introduction, Chapitre 3, skipping Chapitre 6, 
Préambule et mise en bouche
As already highlighted in section 6.7, chapitre 4 takes the reader instantly to the core of 
anti-capitalist thinking by explicitly expressing a profound criticism of social systems by 
presenting the life stories of each “autochtone” and by introducing Pimprenelle. The reader 
meets most of the characters of this hypertext (le tavernier, Six-Roses, le philosophe, Jélagni-
ack, and Pimprenelle), and s/he is aware of a first person narrator (”[…] nous raconte sa 
petite histoire”, “Je ne sais pas trop pourquoi […]”), but remains ignorant of the purpose 
of the group’s meeting. Bigue Brozeur and Dévastator’s cruise against establishment are 
still to be discovered by the reader, but chapitre 4 already introduces her/him to social and 
anti-capitalist criticism. Jumping to chapitre 2 enables the reader to discover le site à Bigue 
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Brozeur and to get to know the different acolytes according to their individual emails sent 
to the first person narrator. It amplifies the already gained knowledge of the plot exposed 
in chapitre 4 rather than offering a new plot or a different stream of consciousness. After 
absorbing the information on Bigue Brozeur and the plans of Dévastator and his Internet 
friends, the reader is certainly more conscious about the aims of this group and realizes 
that the scenario of chapitre 4 is prepared and planned in chapitre 2, as Dévastator’s mail 
clearly demonstrates “Rendez-vous lundi prochain à 23 heures au café “Le goujon qui 
tête” 487 place de la Pastille dans le 25ème arrondissement”. Leaving chapitre 2 for the 
Épilogue can not be considered an obstacle in relation to the unfolding or the understand-
ing of the story as such it was intended by the author. It is fairly clear to the reader that the 
first person narrator refers to the night which started in Le Goujon qui tête when waking up 
next to the innkeeper (“Le lendemain de cette fiesta mémorable, j’ouvris mes yeux gonflés 
par cette défonce bienfaitrice, et... Quelle horreur ! J’étais allongé dans un lit aux cotés de 
ce mufle de tavernier”). The only point of surprise might be the sudden end of the story, 
as announced by the first person narrator, but, as demonstrated previously, this surprise is 
as unforeseen and provocative within both a chronological reading path and a randomly 
chosen reading path. A different reading experience is hence not given when opening 
the Épilogue earlier than the chronological order from the table of contents suggests. This 
might change, though, by switching to chapitre 1 which could be, at least at the beginning, 
interpreted as a logical sequel to the Épilogue, because the opening phrase (“Suite à cette 
douloureuse découverte, j’avais quand même réussi à tomber dans les bras de Morphée.”) 
could be understood as an allusion to the proclaimed end of this hypertext or to the pro-
posed “intermède lyrique”. But the second bullet point puts the reader quickly back on 
track, by highlighting the first person narrator’s search for an alias (Dévastator), and the 
introduction to Bigue Brozeur and the other acolytes in the following paragraphs rather 
serve to help the reader to construct the puzzle by adding the missing pieces instead of 
offering new reading experiences or plots. If the reader chooses chapitre 7 to continue the 
reading process, s/he finds her/himself taken to Zébra-3 with all its sensuality and can eas-
ily deduct from the depicted debauch that this must have been the place where Dévastator 
had lost his memory before awakening next to the innkeeper (“Suite à ce préambule festif, 
ce fut le trou noir collectif... Impossible de se rappeler ce qu’il s’est passé durant le reste 
de la soirée… ”). Already, at this stage of a different reading path, it becomes obvious that, 
from an intertextual perspective, it is irrelevant whether one reads the different chapters 
in the chronological order proposed by the table of contents or whether one chooses them 
randomly, therefore breaking the constraints of a given reading path. The references to 
Dave a.k.a. Wouter Otto Levenbach, and Les Robins des Bois in form of two of their most 
popular characters, Marcel and Dédé, are fully comprehensible regardless of the chosen 
reading path. The same happens with the purely editorial links Licence, Télecharger and 
Surréaliste éditions which can be considered as irrelevant for the unfolding of the plot(s). 
In contrast to them, the link to Moralité might be best understood after having read the 
different parts of the Épilogue, the site à Bigue Brozeur and Dévastator’s comments on social 
injustice which can be found in almost every single chapter of this hypertext. By clicking 
on the link to chapitre 5, the reader is led back in time (narrated time) and finds her/himself 
back in the Goujon qui tête, where the group around Dévastator prepares to set-off to the 
brothel Zébra-3. The support for social outsiders and the fervent criticism and condemna-
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tion of bourgeois hypocrisy can be effortlessly understood by the reader, although the 
linear reading order has been replaced by a non-linear way of textual study. Jumping now 
from chapitre 5 to the Introduction, the reader becomes aware of the fact that the already 
familiar site à Bigue Brozeur was first introduced there, and s/he can hence use the new in-
formation on the first person narrator to perfect the puzzle of his change to Dévastator. The 
reader realizes that crucial evidence of social criticism and intertextuality appear already 
in the introduction of Une histoire de science fiction which enables her/him to deduce that 
Dévastator’s journey was intended, from the very beginning, as an anti-capitalist quest for 
stopping Bigue Brozeur. Going now to chapitre 3, the reader finds her/himself at the begin-
ning of the night which will leave the first person narrator with memory loss and in the 
innkeeper’s bed the following morning. Knowing already the end (both the end of the 
night and the end of the story), this chapter finally offers the reader the last missing pieces 
of the story as we know it from the chronological reading experience. S/he finds again a 
considerable amount of intertextual allusions and explicit anti-capitalist criticism, which 
finally close the gaps of textual understanding. Although chapitre 6 has been omitted, the 
lack of knowledge concerning its content does not affect the general understanding of this 
hypertext. The already studied chapters have provided the reader with sufficient enough 
knowledge as far as the anti-capitalist spirit of the group is concerned, and the prefer-
ence for marihuana, intensively described in chapitre 6, can be still captured in chapitre 7 
(“Le facteur cannabis avait fonctionné à merveille.”). There is still the Préambule et mise en 
bouche to conclude this different reading path of Une histoire de science fiction. The Préambule 
is of marginal importance as far as the story of Une histoire de science fiction is concerned, 
because it introduces the reader to the ideas of electronic publishing rather than to any 
important aspects of the plot as such. 
In summarizing the experience of the first reading path of Une histoire de science fic-
tion which does not follow the linear way of reading proposed via the table of contents, it 
becomes obvious that this accidentally chosen order of chapters did not contribute to the 
creation of an entirely new storyline. On the contrary, it rather seemed to be exactly the 
same story, but with a stronger focus on literary and rhetorical means, such as flash-backs 
and retrospective story-telling, and the foreseeing of anticipatory allusions. In this way 
read, Une histoire de science fiction appears to be an even more complex hypertext, because 
the reader is constantly challenged to interpret and understand the big picture of this hy-
pertext, similar to the process of finishing a jigsaw puzzle. Therefore, this reading path 
reminds one of contemporary novels such as Mohsin Hamid’s The Reluctant Fundamental-
ist, Richard Katrovas Mystic Pig and Carlos Ruiz Zafón’s El Juego del Ángel, the sequel to La 
Sombra del Viento (a sequel which chronologically takes place before La Sombra del Viento), 
which all offer the reader an ample scale of retrospectives and flash-backs to enhance nar-
rative suspense and density.
Nevertheless, the combinatory innovation of this reading path does not live up to 
expectations of hypertext fiction, in the sense of Michael Joyce’s Afternoon or Raymond 
Queneau’s Cent mille milliards de poèmes. This does not, unfortunately, change if one tries 
a new reading path. In the second alternative reading path, I omitted all chapters with 
explicit allusions or references to Bigue Brozeur or which contained the link to the Bigue 
Brozeur website in order to check whether capitalist and social criticism would be less 
noticeable. 
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Reading path 2:
(Épilogue, chapitre 3, chapitre 7, Préambule et mise en bouche, chapitre 5, chapitre 4, 
chapitre 6, Moralité)
Although several chapters had been skipped via reading path 2, Une histoire de science fic-
tion can still be fully understood as anti-capitalist and left-wing Surrealist, but the refer-
ences to George Orwell’s Nineteen Eighty-four and its “Big Brother is watching you” disap-
peared from the pool of intertextual references. This undoubtedly contributes to a reduced 
vividness of the hypertext, both on the formal and the content sides. Many allegories and 
symbols would therefore be non-existent to the reader, for example the symbols of phal-
lic centrism such as the cat sitting on the red mail box (fig.17) which can be interpreted as 
male dominance over female weakness (cf. section 6.11 on outsider sexuality), or word 
games such as Jeanne Badinepas (cf. section 6.4 “Awakening from a dream: intertextuality 
and cultural connectivity in Chapitre 1”) which clearly emphasizes the author’s anti-capi-
talist attitude. Parts of the general message of Une histoire de science fiction would therefore 
be entirely lost without creating new messages as a result of new reading possibilities. 
This remains one of the most crucial points of criticism in relation to the non-linearity and 
openness of this hypertext. It does not possess the potential for new reading experiences 
opening up to new horizons, as is usually acclaimed by representatives of hypertext theo-
ries (cf. Landow’s euphemist perspective on hypertext in section 5.1.). The reader, although 
willing to try new reading possibilities, is kept within the constraints of a limited choice of 
pathway possibilities, as the examples above clearly demonstrated. Although doing her/
his best in combining the chapters randomly, it always comes back to the same story, which 
can be compared to, as already done above, the act of doing a jigsaw puzzle: one picks one 
piece by another in order to create the puzzle, and although one always tears it apart to 
do it anew, it eventually always becomes the same puzzle, regardless of how many times 
one has chosen different ways of putting it together. It has to be critically highlighted that 
the backbone of this hypertext, the table of contents, and the chronologically numbered 
chapters influence the reader in her/his reading process of combining new versions of Une 
histoire de science fiction. The coherent logic within Une histoire de science fiction makes it al-
most impossible to get lost or to come to new stories because the reader knows exactly that 
chapitre 5 is after chapitre 4 which is after chapitre 3 and so on. As already critically remarked 
upon in section 6.3. of my investigation, it is only possible to enter the hypertext via the 
front cover, which depicts an allegory to the abuse of human rights in the form of a col-
lage of the image of the declaration of human rights in 1789 in France (cf. section 6.1). The 
reader needs to click on it in order to advance to the invitation page where s/he is asked to 
fill in her/his name, and only after this s/he is granted access to the dedication page, which 
will subsequently lead her/him to the table of contents. A true non-linearity or even textual 
openness is hence not given, as the reader cannot enter the hypertext at any time, but is 
instead very much bound to a given chronological reading order. 
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8. Conclusion
8.1. HyperSurreALiSM AS A new wAve of SurreALiSM
The point of departure for this research was to unveil the parallels between (1) the histori-
cal development of Surrealism and hypertexts, (2) the theoretical congeniality of Surreal-
ist ideas and those expressed by current hypertext researchers, (3) the similar ideological 
inspirations of both these movements, and (4) the realization of current Surrealist thinking 
within a hypertextual medium (cf. introduction).
The historical comparison of Surrealism and hypertext (1) has been established in chap-
ter 4 of my investigation, in which I proved that, despite the obvious differences in time 
and place, both movements developed from thoughts of cognition, whether it was Ted Nel-
son’s thoughts concerning the cognitive reading processes which marked his childhood (cf. 
section 4.1) or his Dream Machines from 1974, or Breton’s inclination towards the Freudian 
dream analysis and automatic writing. To overcome the constraints of thought, expressiv-
ity, linearity, art and literature have been the most fundamental impulses of both Surreal-
ism and hypertextuality, and the histories of both movements show significant parallels in 
the fields of multiculturalism, interdisciplinarity and visionary dreams as central engines 
for their developments. None of the movements, in their respective beginnings, have been 
taken seriously by literary specialists or art theorists, and it took both of them a consider-
able amount of time until they received official recognition. The acceptance of hypertext 
literature, from a canonized perspective, still needs to find its proper place towards which 
my research will hopefully contribute. 
Another parallel from a historical perspective has been the openness of both move-
ments in relation to the heterogeneity of their members, including their constant fluctua-
tions. As shown in section 4.3 (The historical development of Surrealism), the inconsistency of 
Surrealist members with a poetic, theatric, literary, photographic, cinematic, philosophical 
or any other creative background, such as painting, can be compared to the variety of hy-
pertext theorists/researchers discussed in section 4.1 (The historical development of hypertext), 
in section 5.1 (Hypertext theory and its theoretical predecessors in the field of nonlinearity: from 
the I Ching to the 20th century), and in section 5.3 (Textuality at its best: hypertextuality and its 
literary concepts). 
The historical point of departure, which included an etymological approach to the rel-
evant terminology already presented in the introduction (cf. fig. 1), led to the theoretical 
congeniality of Surrealist ideas and those expressed by current hypertext researchers (2). 
Both movements were motivated by a desire to change the way of writing and reading 
which would, subsequently, lead to a different type of textual/literary/poetic production (of 
art) and reception. The importance of cognition/cognitive processes can be considered as 
one of the most important key aspects among both movements, e.g. Nelson’s ideas regard-
ing cognition and Breton’s ideas regarding the importance of the human mind. I success-
fully demonstrated that Surrealist theory should be taken into consideration when refer-
ring to theoretical predecessors in the fields of nonlinearity and textual openness, as both 
hypertext and Surrealist literature offer similar concepts in relation to the act of writing 
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and reading (cf. chapter 5). As shown in chapter 4 and 5 of my research, concepts of hyper-
textuality and Surrealism always imply inclinations towards non-linearity, multivocality, 
intertextuality and decentering. Surrealist automatic and group writing with its inherent 
democratic and cognitive perceptions meet the desires of hypertextual multivocality and 
decentering. Navigational freedom from a hypertextual perspective equals the rejection 
of established literature and art from a Surrealist perspective because both are reactions 
against the constraints of thinking and textual/art productions. The experimental character 
of literature is evident in almost every single Surrealist work (Les champs magnétiques), and 
in almost every true hypertext work (Afternoon), which are both based on intertextuality, 
whether this can be found within the text (metaphors, allegories, allusions, cultural mem-
ory, etc.) or whether this is highlighted by a well functioning linkage system (hierarchical 
and referential linkage system, cf. section 4.2).  Figure 31 presents, in a nutshell, what an 
“ideal” hypertext and an “ideal” Surrealist work should archetypically offer, and one can 
effortlessly realize the theoretical congeniality of Surrealist ideas and those expressed by 
current hypertext researchers which can then be called Hypersurrealism:   
Figure 31
Many hypertext theories, for example those discussed by Bolter and Landow, study hyper-
textual features and possibilities with regard to critical theory, semiotics and postmodern-
ism in general without recognizing the potential of Surrealist theory for hypertexts. Figure 
8 showed a selection of references usually made in the field of non-linearity, but apart from 
Quenau’s Cent mille milliards de poèmes, representatives of Surrealism are never mentioned 
and Surrealist theory regarding the literary text is excluded from any serious study of tex-
tuality and the literacy of the texts. My research proves that a gap has to be bridged in this 
Hypersurrealism
The ideal hypertext offers:
nonlinearity
multivocality
intertextuality
decentering
textual openness
labyrinth
rhizomes
navigational freedom
anarchy AND democracy
excellent linkage system
multimedia
The ideal Surrealist literature
offers:
nonlinearity
multivocality
intertextuality
decentering
automatic writing
group writing 
collage technique
criticism and rejection of traditional 
and canonised poets/artists
experimental character of literature
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academic subject area, because Surrealism offers remarkable contributions to hypertext 
research, both from an ideological point of view and from a technique point of view. The 
historical review in chapter 4 on the development of hypertext and Surrealism shows the 
striking similarities already noticeable in the etymology of these two compound words 
and reveals a comparable train of thought, as far as literary production and intertextuality 
is concerned. 
The study of Surrealist and hypertextual inspirations in chapter 5 of my research again 
highlights the connectivity of both concepts in the field of textual production and recep-
tion, and proves the similar ideological inspirations of both these movements (3). The theo-
retical comparison between hypertextuality and Surrealism in chapter 5 of my research has 
clearly confirmed the surrealistically related conceptual framework of hypertext thought. 
I demonstrate that both hypertext researchers and Surrealist artists tend to present their 
ideas and theories in the tradition of appreciated and admired predecessors within the 
field of their respective expertise, for example Appolinaire and Freud in the case of the Sur-
realists, Derrida and Wittgenstein in the case of hypertext researchers. At the same time, 
their own idiosyncratic features are highlighted as extraordinary and ground-breaking, 
whether it is automatic writing for the Surrealists, or multivocality and rhizomatic struc-
tures for the hypertext researchers.  As revealed in section 4.3 (The historical development of 
Surrealism), the Surrealists even alluded to already famous and admired poets in the course 
of the movement’s naming, which implies both Guillaume Apolinaire’s original coinage of 
the word Surréalism in 1917 and Nerval’s Supernaturalism.  
The recognition of the Surrealist aspects in hypertexts contributes to a broader discourse 
on digital literature and leads the theoretical discourse towards Avant-garde. My research 
has shown that Hypersurrealism, the liaison between Surrealism and hypertext emerges 
as a new blending within Digital Culture and the Arts, the realization of current Surrealist 
thinking within a hypertextual medium (4). The Word Wide Web offers a new medium for 
Surrealist creativity, and Une histoire de science fiction can be considered the first prototype 
of a new wave of literary Surrealism in hypertextuality. This wave is characterized by its 
digital exclusivity, that is, its production and creation solely for web usage. Hypertextu-
ality and the Web as appropriate media for this newly emerging Surrealism are already 
recognizable by recent appearances of Surrealist waves. Leila Zafar was previously men-
tioned as coining the term Hypersurrealism regarding visual arts, and I borrowed this term 
from her to add a new connotation and to describe the researched phenomenon of literary 
Surrealism as hypertext. Further Surrealist movements from the Web are Neosurrealism 
(cf. http://neosurrealism.artdigitaldesign.com/ and Gothic Surrealism (cf. http://www.neo-
surrealismart.com/modern-art-prints/?artworks/the-tree-graces-goth-mode-style.html), 
whose influences can be traced back to the Surrealism of Salvador Dalí and the cyberpunk 
of William Gibson’s Neuromancer209. It appears that the web particularly attracts Surrealism 
when it comes to digital art/visual art, but not necessarily when it comes to literature. For 
this very reason, Une histoire de science fiction can be considered as an exceptional pioneer of 
French literary Surrealism in digital format.
It will certainly be of interest to continue to observe and reveal Hypersurrealism on the 
Web, because the emergence of a new Surrealism has already produced several distinc-
209 William Gibson, 1984. Neuromancer. 1986. Pymble, Australia: Voyager.
157
tive forms, such as Neosurrealism and Gothic Surrealism, and it is only a question of time 
before more forms of Hypersurrealism will come to light. My special interest in literary 
Hypersurrealism has been limited to the French speaking world, as homage to André Bre-
ton and Louis Aragon, but I consider any further work on international Hypersurrealism 
as potentially fruitful and productive, in particular as to outsider sexuality. As a result of 
the international character of Surrealism in general and hypertexts in particular, it would 
be challenging to discover examples of English, German or Spanish Hypersurrealism, for 
example. The field of Digital Culture still has to be examined and explored to discover 
further examples of literary Hypersurrealism, as the movement of web based Surrealism 
continues and the gaps within this literary field start to close. 
The importance of media-specific analysis has been thoroughly discussed in subsection 
2.1.2 and section 2.2, which has shown that media-specific analysis needs to be added to the 
canon of literary and cultural theories as a powerful means of interpretation. My review 
of the history of literary/cultural theories has demonstrated the still-ongoing supremacy 
of theories built around the text, author and reader without taking the medium of textual 
production into consideration. Media-specific analysis proves itself a promising method 
for analyzing literary texts both in print and in non-print format. Its quality of including 
the visualization of digital literature as one essential criterion for interpretation makes this 
analysis a key tool for any kind of analysis in a virtual environment. 
This gap in literary analysis is bridged by opening the door to research on materiality, 
and its impact on the respective content can be exemplified by the analysis of Une histoire 
de science fiction in chapter 6 of this research. The in-depth consideration of the front cover 
of Une histoire de science fiction as an essential part of the following interpretation of this 
Surrealist literary hypertext was only made possible due to its digital character. As al-
ready pointed out in section 6.1, the electronic front cover functions as the first part of the 
storyline and thus must be the subject of interpretation, too. In contrast to front covers of 
physically tangible books, digitalized front covers are usually created by the same author, 
and not by an independent editor, which implies their relevance for the entire story. This 
paradigm shift in acknowledging the significance of materiality for literary understanding 
and analysis happens at the hybrid borders of digital literature and culture. 
The media-specific analysis later reveals aspects of simulacra by focusing on the visual 
design of this French Surrealist hypertext, e.g. the dedication page (cf. section 6.2) and the 
Préambule and Introduction (cf. section 6.3), exposing the unchecked desire to imitate book 
styles while presenting digital literature. This highlights one of the most crucial charac-
teristics of hypertext literature, which is the constant comparison with print medium by 
both underlining vital common grounds and concurrently stressing decisive differences. 
These distinctive attributes have been explored in section 5.3 on Bolter and Landow, where 
I emphasize the spiritual backup of hypertext theories. As I already summarized in section 
4.4 of this research, Une histoire de science fiction offers multiple links, but not necessar-
ily a well structured linkage system, and shows several very linear characteristics which 
one would not normally expect in a piece of electronic publishing. Considering what an 
“ideal” hypertext could offer (cf. fig. 31), Une histoire de science fiction certainly fulfills some 
criteria of non-linearity, textual openness, and intertextuality, but is deficient in labyrinth 
and rhizomes, multivocality and navigational freedom. GIF images are used sufficiently, 
but further multimedia aspects have not been satisfactorily explored to classify Une histoire 
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de science fiction as a well elaborated hypertext. Of an extreme intertextual nature, Une his-
toire de science fiction is full of allusions to French cultural memory, whether these regard 
popular songs (Six roses) and well-liked singers (Dave) from the 1960s to the 1980s, or cel-
ebrated images of historical events (the declaration of human rights) and references to French 
technologies (Goujon). The intertextuality of Une histoire de science fiction is not limited to 
French culture and history, but includes references to well-known international symbols 
of solidarity (the AIDS ribbon), brand names and companies (Nike, Pfizer), celebrated films 
(The Matrix) and novels (Nineteen Eighty-four), dystopian concepts and reality TV shows 
(Big Brother). Despite this abundant use of intertextual references, it does not compensate 
for the lesser use of other hypertext criteria and does not make Une histoire de science fiction 
an “ideal” hypertext. 
Nevertheless, at the Surrealist level, this literary hypertext offers a tremendous number 
of Surrealist characteristics well visualized via hypertextuality. The Surrealists’ support for 
African nations in the rif tribe war finds its counterpart in Dévastator’s support for African 
nations regarding HIV and in his move to the Côte d’Ivoire with Pimprenelle. Social outsid-
ers, such as prostitutes and criminals, have always been the centre of Surrealist interest and 
admiration, as it is the case in Une histoire de science fiction, too: Dévastator’s love interest 
Pimprenelle is a young woman living on the streets, the consumption of Marihuana and 
other drugs is justified as a lesser evil than legally permitted alcohol, and the prostitutes of 
the brothel Zébra-3 are vividly defended from any negative remarks. Eastern philosophy 
is both admired by the Surrealists of the 1920s, as Asian wisdom is positively highlighted 
by the character of Maître Jélagniack. The Surrealists’ fight against establishment and bour-
geoisie can be detected in virtually every scene in which Dévastator and his friends are con-
fronted with representatives of bourgeois society (e.g. the innkeeper), but it is especially 
Dévastator’s attitude towards Bigue Brozeur which emphasizes the anarchist and revolution-
ary character of his crusade against established social orders. As the Surrealists condemned 
any technology used for evil purposes (World War I), the hypersurrealists of Une histoire 
de science fiction attack Bigue Brozeur’s attempt to implant micro chips into human beings 
for better control and vehemently criticized the abuse and misuse of modern technology 
responsible for air pollution and other environmental and social problems. On the other 
hand, the hypersurrealists engaged in the distribution of free literature via the World Wide 
Web, and expressed their desire for a literature free of any constraints and open for every-
body, which is only achievable with the help of modern technology.  The same paradox can 
be found in the Surrealists of the 1920s who experimented with new techniques (montage), 
ephemeral materials (sand castles) and unorthodox practices (automatic writing) to pro-
duce art for everybody (which can also be produced by everybody). It is evident that the 
Hypersurrealism of Une histoire de science fiction embraces the same topics as the Surreal-
ism of the 1920s, the only difference being that these topics have been slightly adjusted to 
our postmodern times. The provocative character of Surrealist literature remained, as the 
many vulgar and colloquial expressions of this hypertext prove. Likewise, the Surrealists’ 
technique of including pictures, photos, poems, and other non-literary elements into the 
literary text finds its counterpart in the hypersurrealists’ technique of inserting GIF images 
into the main text body. The insertion of GIF images makes this hypertext truly Surreal-
ist, but due to the lack of further exploration of multimedia aspects mentioned earlier, it 
remains an imperfect hypertext.  
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The hybrid character of Une histoire de science fiction as digital literature, or to use one 
of Ted Nelson’s terms, “deep electronic literature”210, is expressly reflected in its removal 
from the web in 2007. When I discovered Une histoire de science fiction in 2004, it was, at that 
time, the only existing Surrealist hypertext in French, published in the exclusive French 
Surrealist online journal Surréaliste editions.  This journal was dedicated to spreading the 
Surrealist spirit of non-conformity and to engaging in multiple topics of modern Surreal-
ist character, such as social injustice in African countries, the suppression of immigrants 
in France, and the constant fight against French right wing politicians in favor of an ex-
treme left wing orientated, anarchistic politics. It was a place where poets could express 
themselves by publishing their poetic words in electronic format, in which predominantly 
concrete criticism against French society and government could be realized. Therefore, it 
was not an online journal dealing with the movement of Surrealism in a retrospective way, 
or a website offering information on the movement of Surrealism, for example http://www.
surrealismcentre.ac.uk/papersofsurrealism/journal1/index.htm but it truly was Surrealist. 
Une histoire de science fiction, therefore, is a unique piece of Surrealist hypertext in French, 
and can be considered the first example of Hypersurrealism.
Another aspect of my research should lead to additional investigation, and this regards 
the acknowledgement of Surrealist theory in literary work within any kind of hypertext re-
search. The abundant references to Derrida, Barthes, Foucault and Eco, just to name a few, 
in the field of non-linearity, intertextuality, multi-vocality and free expressivity are proof 
of the still unchecked desire to follow in the tradition of already canonized predecessors. 
Interestingly enough, Breton’s theories on literature are not taken into account although 
they show a striking resemblance with those expressed by hypertext researchers, and this 
research has demonstrated that Breton’s assumptions regarding Surrealist literature are 
very similar to what hypertext researchers call the “ideal” hypertext. 
I totally support Aarseth’s invitation to invent new vocabulary to describe hypertex-
tual or ergodic structures in literary texts, because terms such as “text”, “hypertext” and 
“reader” are already overloaded with many different connotations. In the case of Hyper-
surrealism, I consider a term appropriate which combines both notions of reading through 
hypertextuality and reading through Surrealist texts, as for example the term passenger, 
which Mary Ann Caws used for the reader of Surrealist texts:
The varied techniques of joining patterns, covering over or disclosing passage or chan-
ge, and the concept of rest between patterns – another shift, a relay as in a game, a re-
lief between night and day – may also be useful in order to gain a different perspective 
on textual techniques. Connected with this guiding metaphor is the essential notion 
of the step (pas, Latin passus) both as in the steps of a stair […], and also as in the steps 
of a walker or a passerby, in the “pasos” of Luis de Góngora, Breton’s lost steps (“les 
pas perdus”), and Louis Aragon’s reference to the actual covered gallery Passage de 
l’Opéra, all alluded to here. And in the steps taken between idea and idea in the mind 
210 In 1960 I had a vision of a world-wide system of electronic publishing, anarchic and populist, where 
anyone could publish anything and anyone could read it.  (So far, sounds like the web.)  But my ap-
proach is about literary depth-- including side-by-side intercomparison, annotation, and a unique 
copyright proposal.  I now call this “deep electronic literature” instead of “hypertext,” since people 
now think hypertext means the web. (Nelson, Ted, 2009 ) http://hyperland.com/mlawLeast.html.
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of the reader, the two senses of the word may well join […], that the reader is eventu-
ally to be considered the passenger.211
In my opinion, the term passenger should not only be limited to the field of reading through 
Surrealist literature, but could be easily applied to the field of Hypertextuality and the 
hypertext reader’s crossing-over and passing-through. A passenger is on the move, is in 
motion, switching from one place to another, and s/he only stays passively for a short time 
at one place, like the hypertext reader jumping from one chunk to another. Movement and 
fluidity are attributes relevant for both Surrealist and hypertext readers, as are the fluent 
and blurry character of Hypersurrealist literature to which I would like to refer to as pas-
sage. A look at Surrealist literature proves the suitability of this term, for example Aragon’s 
Le Paysan de Paris, in which the main protagonist strolls through the Passage de l’Opéra and 
other Parisian passages and quartiers. My comparison of hypertext researchers in chapter 
5 reveals that the concept of passage lays close to their ideas of hypertext, in particular Bol-
ter’s parallel between architecture and art, because passages are parts of any architectural 
constructions. The metaphors of “rhizome” and “trees” possess a tremendous similarity to 
passages when applied to the under-ground, the rooty fundament of any rhizome and tree, 
and Aarseth’s ergodic literature even implies in its neologism the Greek “hodos” (path). 
But Hypersurrealism has more to offer than challenges for a fresh vocabulary, because 
the analyzed topics of Une histoire de science fiction prove it to be a pioneering example of 
cultural hybridity, in the most post-colonial meaning of Homi K. Bhabha’s discourse on 
hybridity:
I am convinced that, in the language of political economy, it is legitimate to represent 
the relations of exploitation and domination in the discursive division between the 
First and Third World, the North and the South. Despite the claims to a spurious 
rhetoric of ‘internationalism’ on the part of the established multinationals and the net-
works of the new communications technology industries, such circulations of signs 
and commodities as there are, are caught in the vicious circuits of surplus value that 
link First World capital to Third World labour markets through the chains of the in-
ternational division of labour, and national comprador classes.212
As I demonstrated in chapter 6 of my research, this discourse on hybridity is evident in 
each chapitre of Une Histoire de science fiction, where the passenger has to dissolve binary op-
positions, such as bourgeoisie (innkeeper)/social outsiders (prostitutes), Northern (French) 
supremacy/ Southern (African) suppression, abusive technology/healing nativeness, black/
white, Western capitalism/Eastern philosophy, First World/Third World, control/freedom, 
expensive/free etc. My media-specific analysis showed that the imposed hierarchical link 
structure and the limited navigational freedom correspond to the limited possibilities of the 
human being in this story because he lives the dystopian nightmare à la Orwell’s Nineteen 
Eighty-Four. Observed and controlled by Bigue Brozeur, neither the protagonist Dévastator, 
nor the passenger of this prototype of Hypersurrealism possess the necessary freedom and 
211 Mary Ann Caws, 1981. A Metapoetics of the Passage. Architextures in Surrealism and After. New 
England, Hanover: University Press of New England, p. 12.
212 Homi K. Bhabha,1994. The location of culture.  New York: Routledge, p.20.
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mobility to navigate with greater freedom through this passage. Thus my prior criticism of 
the imperfection of this hypertext (which still stands from a technical perspective) has to be 
put into perspective, and my media-specific analysis already showed that the hypertextual 
limitations correspond to the social limitations inherent in this piece of Hypersurrealism. 
Right from the beginning, with the cover of Une histoire de science fiction, this Hypersurreal-
ist text introduces the passenger to its discourse on hybridity, which follows the passenger 
until the end of endless epilogues structured into binary oppositions (e.g. the starving 
African children/the Nike logo) and dichotomies (science-fiction film poster of The Matrix/
scientific information about HIV infections). Hypersurrealism as discourse on hybridity 
challenges more than just literary or hypertextual theories, it challenges cultural literacy: 
It is not that people need to have read certain works in order to be educated citizens: 
they must recognize their titles and other cultural references so that they can be the 
audience addressed by newspapers and the media. Culture as common informati-
on reinforces administrative authority (of those who select, transmit, and test this 
information), whereas culture as shared texts might actually encourage possibilities 
of thought – at least in the sense of challenging what those texts are usually taken to 
mean.213 
A cultural literacy, inspired by the Hypersurrealist discourse on hybridity, can engage in 
culture as shared texts and therefore can use its hybrid character to its advantage to over-
come existing (and still growing) social injustices. Hypersurrealism is not only the hybrid 
product of Surrealism and hypertexts on a literary or textual level, but it is a concrete social 
criticism of revolutionary character. 
A new critique of capitalism has been introduced by Hypersurrealism, and this wave 
of Hypersurrealist critique of capitalism will be a major example of the hybridity of arts, 
sociology, and critical thought. My research has shown the necessity for a new critique of 
capitalism in the Arts and Digital Culture, as hypertext can be considered the appropriate 
medium of Surrealist expressivity for the purpose of social criticism and artistic freedom. 
213 Jonathan Culler, 2007. The Literary in Theory. Stanford: Stanford University Press, p. 251.
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